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Cognition  of  the  object  in  its  constellation  
is  cognition  of  the  process  stored  in  the  object.  
As  a  constellation,  
theoretical  thought  circles  the  concept  it  would  like  to  unseal,  hoping  
that  it  may  fly  open  like  the  lock  of  a  well-­‐guarded  safe-­‐deposit  box:  
in  response,  not  to  a  single  key  or  a  single  number,  
but  to  a  combination  of  numbers.  
(Adorno,  1973,  p.  163)  
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Abstract	  
	  
A  challenge  ignited  the  research  outlined  in  this  thesis.    Design  is  increasingly  
being  framed  (across  academia  and  industry)  as  an  integral  method  and  strategy  
for  social,  cultural  and  economic  innovation.    How  is  this  value  to  be  
communicated  within  the  museum  context,  which  is  more  commonly  rooted  in  
an  object-­‐centric  tradition?    
  
Temporary  exhibitions  are  a  primary  means  of  communication  and  engagement  
for  museums.    The  presentation  of  contemporary  design  has  followed  traditions  
of  display  stemming  from  fine  art  practices,  as  well  being  influenced  by  those  in  
commercial  environments.    Consequently  the  thesis  argues  that  there  is  a  
prevailing  tendency  to  display  the  outcomes  of  design  activity,  to  celebrate  
aesthetics  and  functionality,  and  to  concentrate  on  the  personality  and  talent  of  
the  designer.    A  key  concern  underpinning  this  research  is  that  many  museum  
design  exhibitions  arguably  struggle  to  reveal  the  complexity  of  design  activity:  
the  intellectual  and  material  processes  driving  innovation.    This  arguably  risks  
limiting  broader  interpretation,  and  stifles  the  opportunity  to  extend  audience  
understanding  of  design.  
  
The  aim  of  this  thesis  is  to  question  and  explore  key  concepts  that  constitute  the  
communication  and  exhibition  of  design  in  the  museum.    Design,  innovation,  
curating,  exhibition,  audience:  in  the  dynamic,  transitioning  contexts  of  design  
and  the  museum,  all  concepts  must  be  scrutinized.    In  order  to  navigate  this  
territory,  a  core  method  of  design  inquiry  is  adopted:  prototyping.    In  this  
research,  prototyping  actively  puts  concepts  to  work  through  a  dialectical  
investigation.    This  involves  actively  engaging  in  design  to  examine  the  concepts  
of  curatorial  practice,  the  exhibition,  and  innovation,  whilst  concurrently  
exploring  concepts  of  design  and  innovation  through  the  process  of  curating  
exhibitions.  
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This  dual-­‐focussed  research  approach  that  has  been  developed,  can  be  described  
as  a  hermeneutic,  practice-­‐led  methodology.    Hermeneutics  supports  a  belief  in  
contextually  situated,  practical  action  as  a  basis  for  developing  understanding  
and  knowledge  (Bolt,  2011;  Heidegger,  1962).    The  method  of  exhibition-­‐making  
is  framed  and  employed  as  a  practical  prototyping  process:  curating  exhibitions  
in  order  to  reflect  on  the  construction  of  design  narratives  from  within.    
Prototyping  becomes  a  way  to  reflexively  explore,  analyse  and  question  the  
practice  of  framing,  mediating  and  communicating  design  as  innovation.  
  
Three  iterative  practical  projects  act  as  case  studies  for  the  thesis,  situated  in  
three  concrete  contexts:  the  industry  sponsor  –  V&A  Museum  of  Design  Dundee;  
design  in  Higher  Education;  and  a  national  innovation  festival.    Each  can  be  seen  
as  the  exploration  and  delineation  of  a  design  space  (Heape,  2007),  with  all  three  
forming  part  of  the  wider  design  space  that  is  the  thesis  as  a  whole.  
  
Through  reflecting  on  the  acts  of  evaluating,  selecting,  editing,  juxtaposing,    
connecting,  framing  and  presenting  design  practice  through  exhibition,  the  
research  has  formulated  a  curatorial  strategy  that  aims  at  attending  to  the  
complex  nature,  changing  priorities  and  values  of  particular  design  contexts.    The  
thesis  names  this  approach  ‘the  constellation’:  adapting  this  term  from  the  work  
of  critical  theorist  Theodor  Adorno  (1973).    The  constellation  takes  the  form  of  a  
series  of  visualisations  that  draw  on,  combine  and  develop  research  on  design  
theory,  design  processes,  and  prototyping,  by  a  number  of  key  design  
researchers  (e.g.  Buchanan,  1998,  1995a;  Dorst,  2015a,  2008;  Heape,  2007;  Lim  
et  al.,  2008;    Sanders  and  Stappers,  2014,  2008).      
  
Operating  at  two  levels,  the  constellation  is  the  manifestation  of  the  reflexive  
research  process,  illuminating  both  design  and  curatorial  practice.    It  makes  an  
original  contribution  to  knowledge  in  two  ways:  firstly  as  the  visual  delineation  of  
a  prototype  curatorial  strategy  for  researching,  framing  and  communicating  
narratives  of  design;  secondly  it  offers  a  conceptualisation  of  concept  
development  in  design  practice,  shown  as  the  continuous  exploration  of  a  design  
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space.    This  articulates  how  prototyping,  as  a  key  design  method,  can  encourage  
innovation  through  the  exploration  and  analysis  of  concepts  at  varying  levels  of  
detail,  with  the  aim  of  developing  new  perspectives.    
  
This  thesis  also  makes  an  original  contribution  on  a  methodological  level  by  
extending  the  practice  and  discourse  of  prototyping  to  the  method  of  exhibition,  
framing  it  as  a  strategy  for  innovation  in  design  research.    This  adds  to  current  
discourse  surrounding  practice-­‐led  research  within  art  and  design.    It  also  
contributes  to  nascent  discourse  in  relation  to  curatorial  practice  for  design,  and  
the  growing  interest  in  the  specificities  of  design  curation,  in  the  context  of  the  
museum.  
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Preface    
Working	  in	  the	  context	  of	  emergence	  
  
The  journey  undertaken  when  conducting  PhD  research  sometimes  feels  like  
navigating  with  a  glitchy  compass,  across  constantly  shifting  sands.    Whilst  this  
seems  to  be  a  common  experience,  borne  out  by  fellow  researchers  across  
disciplines,  it  seems  particularly  pertinent  to  this  research  given  the  
interdisciplinary,  collaborative  nature  of  the  work,  and  the  evolving  context  in  
which  it  is  situated.    This  preface  aims  at  orienting  the  reader  to  this  context:  
supporting  an  understanding  of  the  methodological  choices  and  the  challenges  
of  research  in  this  domain.    Firstly  it  will  briefly  outline  my  own  entry  to  the  PhD  
journey,  and  situate  this  within  the  specific  context  of  the  City  of  Dundee.    As  this  
research  is  connected  with  an  industry  sponsor,  V&A  Museum  of  Design  Dundee,  
it  is  necessary  to  offer  an  outline  of  the  cultural  context  in  which  the  
development  of  this  new  organisation  is  taking  place,  as  well  as  introducing  the  
relationship  with  the  sponsor  organisation,  and  the  impact  this  has  had  on  the  
development  and  implementation  of  the  doctoral  research.    
  
In  2011,  I  was  self-­‐employed,  working  as  a  jewellery  designer.    I  was  also  
undertaking  a  design  residency  at  Duncan  of  Jordanstone  College  of  Art  and  
Design,  where  I  was  developing  new  collections  and  building  an  application  for  
PhD  level  research.    Nurturing  my  interest  in  exhibition  practices,  the  
opportunity  arose  to  apply  for  a  position  connected  with  a  new  organisation,  
which  had  recently  appointed  its  first  Director,  and  which  had  been  receiving  a  
great  deal  of  attention,  in  particular  across  the  City  of  Dundee.      
  
Dundee  is  a  small  city  on  the  north-­‐east  coast  of  Scotland,  with  a  population  of  
148,  260  (National  Records  of  Scotland,  2015).    Previously  a  post-­‐industrial  city  in  
decline,  since  the  late  1990s  Dundee  has  embarked  upon  a  programme  of  
infrastructural  redevelopment  and  culture-­‐led  regeneration,  including  a  £1  
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billion  redevelopment  of  the  waterfront  area.1    It  has  two  leading  universities,  a  
further  education  college  and  highly  connected  creative  community,  and  in  2015  
Dundee  was  also  named  a  UNESCO  City  of  Design,  in  recognition  of  the  creative  
growth  of  the  city.    
  
In  2010,  Design  Dundee  Ltd  (DDL)  was  established  to  drive  forward  the  
development  of  a  new  design  organisation  –  V&A  Museum  of  Design  Dundee.    
The  founding  partners  of  this  new  enterprise  were  Dundee  City  Council,  The  
University  of  Dundee,  Abertay  University,  Scottish  Enterprise  and  the  Victoria  
and  Albert  Museum  in  London.    The  development  of  a  new  design  organisation,  
in  partnership  with  an  internationally  recognised  institution  such  as  the  V&A,  is  a  
strategic  move,  aimed  at  using  design  to  support  the  physical,  economic  and  
cultural  redevelopment  of  the  city.    From  the  outset,  the  aim  was  to  be  a  centre  
for  design,  to  use  design  as  a  strategic  tool  in  the  support  and  development  of  
business  at  all  levels.2    This  ambition  is  positioned  alongside  the  more  
conventional  remit  of  the  museum  as  a  centre  for  learning  and  engagement.    
Design  is  positioned  here  in  a  number  of  ways,  but  significantly  as  a  
methodological  strategy  with  the  potential  to  transform  people’s  lives.    One  of  
the  key  aims  of  V&A  Dundee  is  to  be  a  place  where  people  can  learn  about  the  
distinctive  contribution  of  Scotland’s  design  heritage  to  its  cultural  development.    
This  aim  is  supported  through  the  development  of  ‘permanent’  galleries  
displaying  historical  and  contemporary  objects  loaned  from  the  V&A  and  
national  distributed  collections,  as  well  as  contemporary  programming  including  
exhibitions,  events,  and  design  residencies.  
    
My  PhD  studentship,  sponsored  by  this  new  design  organisation,  began  in  the  
last  few  weeks  of  2011.    It  was  funded  through  the  Economic  and  Social  
Research  Council  CASE  Studentship  programme,3  administered  through  the  
                                                                                                            
1
  See  http://www.dundeewaterfront.com/about  for  further  details  (Accessed:  4  January  2016).  
2
  Conversation  with  Professor  Georgina  Follett,  Deputy  Principal  for  Knowledge  Exchange  in  the  Creative  Arts,  University  
of  Dundee.    See  also  http://www.vandadundee.org/about-­‐us    (Accessed:  4  April  2016).  
3
  Collaborative  Awards  in  (Social)  Science  and  Engineering.    The  full  title  for  the  ESRC  grant  to  the  ICC  is  ESRC  Capacity  
Building  Cluster  grant  RES  187-­‐24-­‐0014,  Creative  Industries  Scotland:  Capitalising  on  Creativity.  
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Institute  for  Capitalising  on  Creativity  (ICC):  a  consortium  of  academic  institutions  
led  by  the  University  of  St  Andrews.4    The  aim  of  the  CASE  studentship  
programme  at  the  ICC  was  to  bring  together  academic  researchers  with  Creative  
Industries  organisations,  to  develop  research  of  benefit  and  interest  to  the  
partner  organisation,  whilst  providing  the  basis  of  PhD  research  for  the  student.    
As  a  partner  in  the  ICC  consortium,  Duncan  of  Jordanstone  College  of  Art  and  
Design  (DJCAD)  became  the  primary  institution  supervising  four  PhD  researchers  
connected  with  V&A  Museum  of  Design  Dundee.      
  
This  context  indicates  the  different  influences  present  throughout  the  research  
journey.    Working  with  and  reporting  to  colleagues  at  the  University  of  St  
Andrews,  I  was  exposed  to  research  approaches  in  the  social  sciences:  a  new  
disciplinary  tradition  for  me,  having  come  from  a  first  undergraduate  degree  in  
the  arts  and  humanities  (Film,  TV  and  Theatre  Studies),  and  a  second  in  design  
and  craft  (Jewellery  and  Metal  Design).    The  decision  to  delve  more  deeply  into  
design  research,  and  particularly  practice-­‐led  research  has  undoubtedly  been  
influenced  by  being  primarily  situated  within  DJCAD,  and  is  a  very  different  
approach  from  research  undertaken  from  a  social  science  perspective.    
Nevertheless,  the  rigour  and  academic  scrutiny  typically  demanded  of  social  
science  has  permeated  the  research  journey,  even  if  the  epistemological  
perspective  and  methodological  approach  differs.    Managing  the  need  to  move  
between  different  academic  traditions  at  various  points  throughout  the  research  
has  not  always  been  easy,  but  it  has  been  enlightening.    Interdisciplinary  
research  is  challenging,  but  necessary  for  reaching  new  perspectives  and  ways  of  
seeing  the  world  around  us,  whether  that  is  looking  back,  or  projecting  forward,  
as  in  design.    This  thesis  is  the  result  of  navigating  this  diverse  terrain.      
  
It  has  been  an  immense  privilege  to  work  with  the  team  at  V&A  Dundee,  and  to  
be  involved,  in  a  small  way,  in  the  early  phases  of  developing  the  work  of  the  
organisation.    However  it  has  also  been  challenging.    In  much  research  involving  
                                                                                                            
4
  University  of  St  Andrews,  School  of  Management;  Duncan  of  Jordanstone  College  of  Art  and  Design,  University  of  
Dundee;  School  of  Arts,  Media  and  Computer  Games,  Abertay  University;  Royal  Conservatoire  of  Scotland.  
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partnership  with  an  industry  sponsor,  the  partner  organisation  is  established,  
and  has  clear  objectives  that  intersect  with  the  research  interests  of  the  PhD  
student.    In  this  instance,  starting  in  2011,  the  organisation  was  in  the  early  
stages  of  building  the  concept  of  what  V&A  Dundee  would  be,  and  the  majority  
of  those  who  now  work  for  the  organisation  had  not  yet  been  hired.    My  
research,  exploring  the  framing  and  communication  of  design  as  innovation,  had  
no  physical  ‘museum  context’  to  study  –  in  the  form  of  the  partner  organisation.    
I  was  able  to  visit  the  ‘parent’  organisation,  the  V&A  in  London,  and  other  design  
museums  and  exhibitions,  but  was  not  immersed  directly  within  a  working  
context  with  the  sponsor  until  the  third  year  of  the  research.    Throughout  the  
four  years  of  the  doctoral  study,  V&A  Dundee  has  continued  to  grow  and  
change,  as  the  team  has  grown,  projects  have  started,  funding  has  been  secured  
and  the  vision  has  begun  to  be  shaped  by  the  many  elements  surrounding  such  a  
large  scale  cultural  project    
  
I  outline  this  situation  here  to  acknowledge  the  challenge  of  working  in  a  context  
of  emergence.      Part  of  my  role  as  a  PhD  researcher,  in  this  particular  situation,  
rather  than  solely  examining  existing  phenomena  and  drawing  conclusions,  has  
been  to  delve  into  the  uncertainty  of  a  new  period  of  organisational  concept  
development.    I  have  used  this  as  the  backdrop  for  understanding  and  examining  
how  design  can  be  used  to  support  innovation,  and  by  extension,  how  we  can  
begin  to  share  this  perception  of  design  with  audiences  (as  is  part  of  the  remit  of  
a  public  design  museum).    My  research  is  not  tied  to  the  mission  of  V&A  Dundee,  
it  does  not  speak  on  behalf  of  the  organisation,  and  it  is  not  in  their  service.    It  
simply  uses  this  unique,  emerging,  changing  and  developing  milieu,  in  a  changing  
City  and  in  a  changing  landscape  of  design,  as  the  rich  context  for  making  sense  
of  design  in  the  twenty-­‐first  century.    Other  approaches  could,  and  may  have  
been  taken  by  other  researchers,  with  different  backgrounds  and  areas  of  
expertise.    My  own  approach  has  been  to  respond  to  the  situation  of  practice,  
and  in  this  it  is  closely  linked  to  the  particular  challenges  that  exist  within  the  
context  for  the  research.    
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For  the  purpose  of  presenting  the  argument  and  sharing  the  key  research  
insights  with  the  reader,  the  progression  of  the  thesis  is  presented  in  a  more  
linear  fashion  than  is  true  of  the  journey  itself.    The  practice-­‐led  nature  of  the  
empirical  research  means  that  understanding  develops  in  a  more  cyclical  way,  
with  rounds  of  reflection  taking  place  during  each  of  the  three  case  studies,  but  
also  in  retrospect  between  and  across  the  studies,  and  again  throughout  the  
writing  process.    The  thesis  itself  smooths  out  this  back  and  forth  between  
practical  action  and  theoretical  reflection:  pulling  out  the  main  contributions  of  
the  research,  rather  than  explicating  the  minutiae  of  the  process.    Far  from  trying  
to  prove  an  existing  hypothesis,  or  make  claims  with  generalised  validity,  this  
research  has  been  exploratory,  contingent  and  emergent.    It  is  hoped  however,  
that  the  understanding  and  knowledge  gained  throughout  is  transferable,  and  
can  be  iterated  and  extended  in  other  contexts,  which  have  their  own  particular  
circumstances  to  consider.      
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Chapter	  One:	  Introduction	  	  
	  
  
This  thesis  argues  that  because  design  is  increasingly  seen  as  a  strategy  for  
exploring,  reframing  and  solving  complex  problems,  then  it  is  necessary  to  re-­‐
examine  how  we  frame,  mediate  and  communicate  design,  particularly  within  
the  traditional  object-­‐based  paradigm  of  the  museum.    The  museum  is  a  key  site  
for  constructing  and  disseminating  cultural  narratives,  and  thus  has  a  role  to  play  
in  broadening  public  awareness  and  understanding  of  design  in  all  of  its  many  
forms  and  approaches.    The  thesis  draws  its  focus  to  temporary  design  
exhibitions.    It  argues  that  these  can  struggle  to  reveal  the  methodological  
significance  and  interdisciplinary  nature  of  design,  and  the  complexity  of  the  
intellectual  and  material  processes  driving  innovation.    It  is  therefore  necessary  
to  reflect  on  current  curatorial  frameworks  and  methods,  and  explore  the  
potential  for  change,  or  risk  stifling  the  opportunity  to  extend  audience  
understanding  of  design.  
  
However,  the  thesis  also  posits  that  there  is  work  to  be  done  in  understanding  
the  nature  of  design’s  relationship  with  innovation,  as  well  as  in  understanding  
the  nature  of  curatorial  practice  in  framing  and  communicating  design.    If  change  
is  needed,  then  it  is  first  necessary  to  understand  the  terms  of  that  change,  in  
order  to  develop  a  firmer  basis  from  which  to  propose  new  concepts.      
  
This  chapter  introduces  the  doctoral  study,  beginning  by  briefly  outlining  the  
research  context  and  presenting  the  central  aim  and  research  question.    It  
summarises  the  research  approach,  and  explicates  the  original  contribution  to  
knowledge.    Finally,  to  provide  an  overview  of  the  argument  and  to  orient  the  
reader,  it  offers  an  outline  of  each  chapter  in  turn.  
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Section	  1:	  Research	  Context	  	  
  
There  are  challenges  and  opportunities  affecting  how  design  is  understood  as  a  
discipline,  capacity  or  activity  within  the  post-­‐modern  context  of  the  twenty-­‐first  
century.    Design  historian  Victor  Margolin  (2002,  p.  227)  has  noted  that  ‘[t]he  
momentous  changes  that  the  world  is  currently  undergoing  are  forcing  us  to  
reconsider  how  we  approach  design  as  a  subject  of  study’  and  it  can  be  argued  
there  is  no  single,  overriding  explanatory  framework  which  can  account  for  all  
design  activity  (Sparke,  2004).      
  
Researchers  Craig  Bremner  and  Paul  Rodgers  (2013)  have  argued  that  the  long-­‐
held  disciplinary  boundaries  of  design  are  dissolving:  
  
As  a  result  of…crises  of  professionalism,  the  economy,  and  technology  we  
can  say  today  that  design  is  characterized  by  fluid,  evolving  patterns  of  
practice  that  regularly  traverse,  transcend,  and  transfigure  disciplinary  
and  conceptual  boundaries  (Bremner  and  Rodgers,  2013,  p.  8).    
  
Yet  the  disciplinary  segmentation  of  design  into  such  areas  as  graphic  design,  
industrial  and  product  design,  textile  and  fashion  design,  and  interior  design,  still  
currently  comprises  the  bedrock  of  design  education,  as  well  as  forming  the  basis  
of  many  museum  design  collections.    This  is  the  design  of  things:  of  images,  
objects,  artefacts  and  spaces.    However,  within  industry,  and  within  higher  levels  
of  academic  research,  designers  increasingly  set  foot  in  new  contexts,  such  as  
healthcare,  government  policy  or  issues  of  ecological  sustainability  (Burns  et  al.,  
2006;  Fry  2009;  Walker  2011).    The  forms  and  purposes  of  design  are  changing,  
along  with  the  role  of  the  designer,  and  the  role  of  the  many  other  people  or  ‘co-­‐
designers’  who  may  now  be  involved  in  the  process  (Sanders,  2013).    This  has  
major  implications  for  how  design  is  conceptualised,  not  only  by  the  profession,  
but  also  by  cultural  organisations,  such  as  museums,  which  play  a  key  role  in  
developing  and  communicating  influential  narratives  of  design  for  wide  
audiences.    
  
   26  
  
Being  able  to  examine  and  communicate  the  capacities  of  design  and  designers  
in  these  new  contexts  for  design  is  also  a  huge  challenge.    Sharing  the  value  of  
design  as  a  strategic  tool  may  be  met  with  confusion,  as  journalist  Geraldine  
Bedell  (2006)  has  noted:      
  
It's  difficult  to  get  a  handle  on  this  stuff.    You  can  photograph  a  new  car  
for  a  magazine;  you  can't  photograph  new  traffic  flows  through  a  city.    So  
that's  one  reason  why  there's  so  much  suspicion  (Bedell,  cited  in  Burns  et  
al.,  2006,  p.  27).    
  
Communicating  the  value  of  design,  and  the  centrality  of  the  design  process  to  
change  and  innovation  in  diverse  settings,  is  difficult  due  to  the  intangible  
qualities  (e.g.  of  facilitation,  collaboration,  visual  thinking,  strategic  planning)  
that  are  taking  centre  stage  (Scholze,  2016).    Yet  it  is  necessary  if  we  want  to  
extend  the  understanding,  and  the  use  of,  design  beyond  the  design  sector  and  
academia.    The  materiality  of  design  continues  to  be  vital  to  the  process,  but  in  
sharing  significance  of  design  as  an  approach  to  innovation,  the  emphasis  may  
have  to  shift  from  what  is  produced  at  the  end  of  a  process,  to  why  change  is  (or  
is  not)  needed,  who  is  now  involved  in  the  process,  and  how  meaningful  change  
might  be  achieved.    Understanding  these  aspects  of  design,  and  how  they  can  be  
framed  and  communicated,  are  challenges  forming  part  of  the  central  problem  
for  this  thesis.      
Section	  2:	  Research	  aim,	  question,	  and	  approach	  	  
  
The  aim  of  this  thesis  is  to  question  and  explore  concepts  that  comprise  the  
communication  and  exhibition  of  design  in  the  museum.    Design,  innovation,  
curating,  exhibition,  audience:  in  the  dynamic,  transitioning  contexts  of  design  
and  the  museum,  these  are  just  some  of  the  concepts  that  must  be  scrutinized.	  	  
In  examining  the  particular  method  of  temporary  exhibition  (a  central  method  of  
exploring  and  communicating  contemporary  subject-­‐matter),  and  through  
literature  and  contextual  review,  the  following  research  question  was  developed:	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How  can  the  method  of  exhibition  be  used  to  support  the  development  
of  new  conceptual  frameworks  for  interpreting  and  communicating  
contemporary  design  innovation,  in  the  context  of  museum  
environments  –  thereby  extending  the  potential  for  more  people  to  
understand  and  engage  with  the  transformational  potential  of  design?      
  
The  question  is  wide  and  exploratory,  seeking  to  expand  concepts,  to  investigate  
their  potential  meaning.    The  question  indicates  a  central  space  for  the  research  
investigation:  the  exhibition.    It  is  here  that  the  concepts  of  design,  innovation,  
curating  and,  indeed,  the  exhibition  come  together.    The  approach  developed  to  
explore  this	  interdisciplinary  area  involves  two  orientations:  looking  in  on  existing  
examples  of  practice  –  i.e.  visiting  exhibitions  and  events  in  the  field;  and  looking  
out  from  or  through  practice  –  prototyping  to  reflect  on  the  process  of  design  
and  on  the  practice  of  exhibition-­‐making.	  	  	  
  
The  approach  for  this  research  can  be  described  as  a  hermeneutic,  practice-­‐led  
methodology.    Hermeneutics  supports  a  belief  in  contextually  situated,  practical  
action  as  a  basis  for  developing  understanding  and  knowledge  (Bolt,  2011;  
Heidegger,  1962).    The  emphasis  hermeneutics  places  on  the  development  of  
theory  through  experience,  supports  the  use  of  reflexive  design  practice  as  a  way  
to  lead  the  research  inquiry.    
  
The  thesis  outlines  the  research  as  a  design  process.    The  design  method  of  
prototyping  is  elevated  to  a  research  strategy  that  structures  action  and  
reflection.    Chapter  Two  introduces  the  method  of  prototyping,  with  Chapter  
Four  building  on  this  to  explicate  the  wider  methodological  approach.    Curating  
and  exhibition-­‐making  (discussed  in  Chapter  Three)  are  transformed  into  
prototyping  methods  for  design  research.    Curatorial  practice  can  be  seen  as  a  
process  of  framing,  mediation  and  communication.    The  thesis  examines  this  
framing  of  design,  and  shares  how  the  research  uses  exhibition  as  a  method  to  
actively  explore,  question,  and  reflect  on  the  process  of  constructing  particular  
design  narratives.    Three  case  studies  form  the  basis  of  the  practical  research.    
These  studies  are  iterative,  rather  than  comparative,  and  each  is  situated  within  
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a  different  context.    Section  4  below  offers  a  brief  outline  of  these  studies,  which  
are  covered  in  depth  in  Chapters  Five,  Six  and  Seven  of  the  thesis.          
  
Section	  3:	  The	  contribution	  
  
Through  developing  a  practice-­‐led  approach,  this  thesis  reflects  on  both  the  
process  of  curating  and  the  process  of  design.    This  reflexive  practice  has  lead  to  
two  main  contributions  of  the  research:  the  visualisation  of  a  curatorial  strategy  
for  exploring  and  communicating  contemporary  design  practice;  and  the  visual  
articulation  of  how  prototyping,  as  a  key  design  method,  supports  innovation  
through  concept  development.      
  
Through  reflecting  on  the  acts  of  evaluating,  selecting,  editing,  juxtaposing,    
connecting,  framing  and  presenting  design  practice  through  exhibition,  the  
research  has  formulated  a  curatorial  strategy  that  aims  at  attending  to  the  
complex  nature,  changed  priorities  and  values  of  particular  design  contexts.    The  
first  contribution  brings  together  insight  developed  through  the  three  practice-­‐
led  case  studies  with  an  understanding  of  the  shifting  contexts  of  design,  work  
on  design  and  the  design  process  by  Elizabeth  Sanders  and  Pieter  Jan  Stappers  
(Sanders,  2013;  Sanders  and  Stappers,  2014,  2008),  research  on  prototyping  
(Houde  and  Hill,  1997;  Lim  et  al.,  2008;  Schrage,  2013,  2000)  and  the  concept  of  
the  ‘design  space’  by  Chris  Heape  (2007)  and  others.    It  uses  visualisation  to  
create  a  ‘constellation’  for  curating  design  innovation,  adapting  this  term  from  
the  work  of  critical  theorist  Theodor  Adorno  (1973).        
  
The  second  contribution  is  a  visualisation  of  how  design  contributes  to  the  
concept  development  process,  when  seeking  to  innovate.    It  visualises  this  as  a  
cycle  of  investigative  processes.    This  was  developed  through  a  marriage  of  
practical  experience  with  existing  theories  of  prototyping  and  design  innovation.    
The  notion  of  concept  development  has  been  considered  as  a  research  strategy:  
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a  way  of  exploring  and  expanding  concepts  as  a  way  to  develop  new  interpretive  
frames.    Questioning  what  we  take  for  granted,  it  engages  hermeneutic  
reflection  from  a  basis  within  practice:  using  both  experience,  and  reflection  on  
that  experience,  to  push  understanding  in  different  directions.      
	  
This  thesis  also  makes  an  original  contribution  on  a  methodological  level  by  
extending  the  practice  and  discourse  of  prototyping  to  the  method  of  exhibition,  
framing  it  as  a  strategy  for  innovation  in  design  research.    This  adds  to  current  
discourse  surrounding  practice-­‐led  research  within  art  and  design,  and  will  be  of  
interest  to  the  design  research  community,  and  those  involved  in  design  
education  more  broadly.    It  also  contributes  to  nascent  discourse  in  relation  to  
curatorial  practice  for  design,  and  the  growing  interest  in  the  specificities  of  
design  curation,  in  the  context  of  the  museum.      
	  
Section	  4:	  Thesis	  structure	  
  
Each  of  the  chapters  is  outlined  below  to  orient  the  reader  to  the  progression  of  
the  thesis.    Chapters  Two  and  Three  set  the  context  for  the  research,  whilst  
Chapter  Four  is  pivotal  for  grounding  the  methodological  orientation  and  
approach.    Chapters  Five,  Six  and  Seven  both  outline  and  discuss  the  iterative,  
practice-­‐led  case  studies  undertaken  throughout  the  doctoral  journey.    Chapter  
Eight  draws  together  the  insights  developed  throughout  the  thesis,  and  
underlines  the  contribution  to  knowledge.    Visualisation  is  a  central  method  used  
within  the  thesis,  both  as  a  means  of  making  sense  of  research  materials,  as  well  
as  for  communicating  the  progression  of  the  argument  for  the  reader.    
Punctuating  the  thesis,  larger  A3  visualisations  fold  out  from  the  document.    This  
is  to  allow  for  more  sustained  engagement  with  what  are  central  tools  for  
analysis,  as  well  as  key  contributions  to  knowledge.  
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Chapter	  Two:	  Design	  and	  Innovation	  
This  chapter  examines  the  transformations  in  design  through  reviewing  literature  
in  relation  to  four  aspects:  the  people,  the  contexts,  the  problems,  and  the  
processes  that  comprise  design  activity  (Dorst,  2008).    The  complexity  and  
interconnection  of  positions  across  each  of  these  elements  indicates  the  danger  
of  conceptualising  design  in  a  simple  way,  particularly  in  terms  of  placing  too  
much  emphasis  on  final  outcomes.    The  chapter  highlights  prototyping  as  a  
method  within  design  that  contributes  to  innovation.    The  concept  of  innovation,  
and  design’s  relationship  to  it,  is  also  considered,  and  shown  to  be  multifaceted  
and  shifting,  linked  to  epistemological  and  disciplinary  orientation.  
  
Chapter	  Three:	  The	  Museum	  Context,	  Curating	  and	  the	  Method	  of	  Exhibition	  	  	  
Examining  the  areas  of  museum,  curatorial  and  exhibition  practice,  this  chapter  
reviews  literature  and  contextual  examples  particularly  as  they  intersect  with  the  
subject  and  disciplines  of  design.    There  is  minimal  sustained  academic  discourse  
on  design  curation,  and  this  chapter  highlights  the  need  to  look  to  the  field  to  
develop  understanding.    The  method  of  exhibition  in  a  design  context  is  explored  
within  this  chapter.  
  
Chapter	  Four:	  Methodological	  Approach	  
This  chapter  outlines  and  gives  the  rationale  for  the  development  of  the  research  
methodology,  described  as  a  hermeneutic,  practice-­‐led  approach.    The  
theoretical  perspective  of  hermeneutics,  the  notion  of  reflexivity,  and  the  
concept  of  practice-­‐led  research  are  discussed  in  turn.    The  chapter  then  goes  on  
to  discuss  the  use  of  case  study  methodology  for  design  research,  indicating  the  
specificity  of  the  approach  taken  for  this  doctoral  study.    Following  this,  the  
chapter  offers  a  further  delineation  of  curatorial  practice  as  a  design  research  
approach,  and  discusses  how  exhibition  becomes  the  method  used  across  three  
practice-­‐led  case  studies.    The  chapter  ends  by  offering  a  further  discussion  of  
prototyping,  and  directs  the  reader  to  the  three  iterative  case  studies  outlined  in  
the  subsequent  three  chapters.    
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Chapter	  Five:	  Case	  Study	  1	  -­‐	  Design	  in	  Motion	  	  
This  chapter  presents  the  first  of  the  three  case  studies:  Design  in  Motion.    
Situated  in  the  context  of  the  industry  sponsor,  V&A  Museum  of  Design  Dundee,  
this  chapter  outlines  the  research  setting  and  approach,  and  offers  an  account  of  
the  insights  that  arise  through  direct  engagement  in  an  object-­‐based  curatorial  
practice,  within  a  particular  museum  environment.  
      
Chapter	  Six:	  Case	  Study	  Two	  -­‐	  Professional	  Practice	  	  
This  chapter  outlines  the  second  case  study.    Situated  in  the  context  of  a  Higher  
Education  institution,  it  exemplifies  how  prototyping  is  used  to  explore  the  
object-­‐image-­‐text  relationship  at  the  heart  of  the  exhibition.    This  study  outlines  
how  the  constellation  emerges  as  a  central  concept  for  the  research.  
	  
Chapter	  Seven:	  Case	  Study	  Three	  –	  Make:Shift:Do	  Dundee	  	  
This  chapter  describes  the  final  case  study:  Make:Shift:Do  Dundee.    This  study  
involves  prototyping  the  role  of  juxtaposition  to  explore  the  new  contexts  for  
design,  through  developing  an  exhibition  and  event  for  a  national  innovation  
festival.    The  constellation  as  a  manifestation  of  concept  development  is  
elaborated  further  through  this  study  
  
Chapter	  Eight:	  The	  constellation	  -­‐	  a	  curatorial	  strategy	  and	  an	  articulation	  of	  
concept	  development	  through	  design	  	  
  
This  chapter  concludes  the  thesis,  offering  a  summary  of  the  research  and  
further  outlining  the  two  key  contributions:  a  curatorial  strategy  for  exploring  
and  communicating  design  as  innovation;  and  a  visual  articulation  of  prototyping  
as  a  design  approach  to  concept  development  for  innovation.    This  chapter  ends  
by  reflecting  on  the  methodology  adopted  for  this  doctoral  study  and  offers  
routes  for  future  research.      
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Chapter	  2:	  Design	  and	  Innovation	  
  
  
The  changes  underway  in  design  pose  a  challenge  to  exploring  and  
communicating  design  through  the  method  of  exhibition.    In  the  context  of  
institutions  such  as  design  museums,  there  is  an  educational  imperative,  and  
arguably  a  responsibility,  to  support  the  dissemination  and  understanding  of  a  
cultural  activity  such  as  design,  in  all  of  its  many  facets.    Interdisciplinary  design  
researchers  Harold  Nelson  and  Erik  Stolterman  (2012)  have  suggested  that  
design  be  recognised  as  its  own  tradition:  a  way  of  framing  and  making  sense  of  
complex  problems  in  the  world  today.    By  treating  design  as  a  process,  this  type  
of  position  on  design  requires  a  rethinking  of  the  ways  in  which  design  is  
explored  and  communicated  through  exhibition:  a  medium  that  more  commonly  
positions  design  as  an  object  or  outcome.      
  
Before  turning  to  the  exhibition  itself,  it  is  first  necessary  to  outline  and  
acknowledge  this  new  context  for  design.    The  aim  of  this  chapter  is  to  explore  
the  transformations  in  design,  and  investigate  the  nature  of  the  relationship  
between  design  and  innovation.    The  chapter  will  begin  by  discussing  the  
transformations  in  design  through  four  lenses:  the  people,  contexts,  problems  
and  processes  of  design.    It  will  then  move  on  to  outline  definitions  of  
innovation,  and  identify  the  connections  that  are  made  with  design  across  
economic,  social  and  cultural  contexts.      
  
Section	  1:	  Making	  Sense	  of	  the	  Transformations	  in	  Design	  
  
Design,  in  its  most  general  educational  sense,  where  it  is  equated  with  
Science  and  the  Humanities,  is  defined  as  an  area  of  human  experience,  
skill  and  understanding  that  reflects  man’s  concern  with  the  appreciation  
and  adaptation  of  his  surroundings  in  the  light  of  his  material  and  
spiritual  needs.    In  particular,  though  not  exclusively,  it  relates  with  
configuration,  composition,  meaning,  value  and  purpose  in  man-­‐made  
phenomena.    We  can  then  go  on  to  adopt,  as  an  equivalent  to  literacy  
and  numeracy,  the  term  ‘design  awareness’,  which  thus  means  ‘the  
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ability  to  understand  and  handle  those  ideas  which  are  expressed  
through  the  medium  of  doing  and  making’  (Archer,  1979,  p.  20).  
  
Design  is  a  slippery  term  and  varies  depending  on  the  epistemological  
orientation  and  disciplinary  focus  of  the  writer  or  researcher.    According  to  
Herbert  Simon’s  (1996,  p.  129)  seminal  definition,  designing  is  something  
everyone  does  when  they  ‘[devise]  courses  of  action  aimed  at  changing  existing  
situations  into  preferred  ones’.    Too  rational  and  broad  for  some,  this  definition  
does  not  address  the  ‘ill-­‐defined’  nature  of  design  problems  (Archer,  1979).  This  
ill-­‐defined’  or  ‘wicked’  nature  of  design  problems,  situates  design  as  a  way  to  
understand,  identify  and  address  problems  in  indeterminate  situations  through  
engaging  in  the  human  abilities  of  planning,  invention,  judgement  and  
evaluation,  operationalized  through  different  types  of  activity  (Buchanan,  
1995a).      
  
For  design  researcher  Klaus  Krippendorff  (2006,  1995),  design  involves  the  
creation  of  meaning:  the  development  of  objects  and  products  that  will  mean  
something  to  those  who  use  them.    Others  follow  Donald  Schön’s  (1983)  
pragmatist  position,  where  designing  is  seen  as  a  ‘reflective  practice’  involving  
‘problem  setting’  and  ‘framing’.    Design  activists  also  frame  design  as  having  the  
potential  to  be  a  ‘redirective  practice’  (Fry,  2009):  a  way  of  trying  to  address  
unsustainable  ways  of  living  which  characterise  life  in  the  twenty-­‐first  century.    
Jon  Kolko  (2012)  focuses  on  design  as  ‘an  intellectual  approach  that  emphasizes  
empathy,  abductive  reasoning  and  rapid  prototyping’:  the  character  of  the  
designer,  their  cognitive  capacity  and  practical  activity  brought  together  in  
symbiosis.    And  finally  (although  not  exhaustively)  in  the  business  world,  design  
thinking  has  been  heralded  as  a  method  for  gaining  competitive  advantage  
(Brown,  2009)  and  is  described  as  ‘creativity  deployed  to  a  specific  end’  (Cox,  
2005,  p.  2):  a  bridge  between  new  ideas  and  their  successful  implementation  in  
the  competitive  marketplace.      
  
For  this  research,  the  consideration  of  the  material  and  practical  nature  of  
designing,  as  a  way  of  thinking  through  ill-­‐defined  problems  is  the  definition  
   35  
  
adopted  (Cross,  2007a).    It  is  important  not  to  remove  the  visual  and  material  
practices  at  the  expense  of  understanding  the  higher-­‐level  functions  of  thinking.    
Design  is  rooted  in  doing  and  making,  even  if  this  doing  and  making  is  immaterial  
or  virtual,  or  involves  making  relationships  between  people  instead  of  making  
artefacts.    Thus  we  sit  at  a  level  of  abstraction  that  foregrounds  practical  action,  
whilst  neither  getting  mired  in  detail,  nor  lost  in  the  ether.    The  necessary  parts  
of  the  concrete  situation  are  used  to  give  shape  to  the  whole,  whilst  the  partial  
whole  reflects  back  on  those  elements  to  encourage  deeper  understanding.      
  
However,  across  the  positions  noted  above  is  a  recognition  that  design  is  in  the  
midst  of  a  shift,  and  that  this  shift  requires  deeper  consideration  of  the  value  
that  design  can  offer  for  tackling  ‘problems’  more  complex  and  with  further  
reaching  consequences  than  those  tackled  by  designers  in  the  past.  
  
A	  complex	  human	  endeavour	  
  
In  order  to  make  sense  of  these  changes  for  the  thesis,  it  may  be  useful  to  set  
out  this  discussion  using  four  elements  which  design  researcher  Kees  Dorst  
(2008,  pp.  4-­‐5)  suggests  are  needed  for  describing  any  area  of  ‘complex  human  
endeavour’  such  as  design.    These  are:  the  people  involved  in  design  –  the  
actors  in  the  process,  such  as  the  designer,  the  team  or  different  organisations;  
the  context  in  which  design  activity  takes  place;  the  ‘object  of  the  activity’  –  
which  constitutes  the  ‘problems’  being  explored  and  the  emerging  solution;  
and  the  processes  involved.    To  this  we  may  also  wish  to  add  the  materials  and  
objects  which  are  used  and  produced  throughout  the  process,  which  may  also  
play  a  role  in  facilitating  the  process,  or  which  affect  decision-­‐making  and  
evaluation.    Designing  does,  after  all,  still  involve  material  processes,  involving  
visualisation  and  the  creation  of  prototypes  and  products,  even  when  it  is  used  in  
the  creation  of  more  ephemeral  experiences  or  immaterial  services  (Kimbell,  
2013,  2009a).    
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People	  in	  Design	  –	  co-­‐creation	  and	  a	  turn	  to	  the	  user	  
Although  designing  has  always  involved  the  provision  of  a  service  to  clients,  the  
development  and  proliferation  of  a  more  user-­‐centred  perspective  is  one  
element  of  the  transformation  in  design.    With  a  move  in  Western  countries  into  
a  post-­‐industrial,  service-­‐based  economy,  design  has  become  increasingly  
human-­‐centred  (Press  and  Cooper,  2003;  Buchanan,  1995).    Sanders  and  
Stappers  (2008)  acknowledge  the  different  pathways  which  the  turn  to  the  ‘user’  
has  taken.    In  the  United  States,  a  product  development  focus  initially  placed  the    
‘user  as  subject’  –  testing  products  prior  to  being  introduced  into  the  market.    In  
Scandinavia,  from  the  1970s,  work  primarily  in  information  systems  development  
positioned  the  ‘user  as  partner’  –  a  more  participatory  approach  across  the  
design  process  as  a  whole  (Sanders  and  Stappers,  2008,  pp.  5–9;  see  also  
Sanders,  2006;  and  for  discussion  of  Scandinavian  participatory  design  see  for  
example  Björgvinsson  et  al.,  2012;  Ehn  et  al.,  2014).    
  
Now  in  the  second  decade  of  the  twenty-­‐first  century,  co-­‐designing  and  co-­‐
creation  have  become  familiar  terms,  yet  can  have  quite  different  approaches  
and  purposes,  depending  on  the  context  in  which  the  designing  is  undertaken.    
Sanders  and  Stappers  (2008,  p.  6)  take  co-­‐design  to  mean  ‘collective  creativity  as  
it  is  applied  across  the  whole  span  of  a  design  process’  and  use  it  to  refer  to  
instances  where  ‘non-­‐designers’,  or  those  who  have  no  formal  training    are  
involved  as  partners  in  the  design  process.    These  ‘co-­‐designers’  could  be  clients  
and  experts  in  other  fields,  brought  together  in  interdisciplinary  projects,  and/or  
people  from  local  communities,  participating  in  projects  that  affect  their  lives  in  
some  way.    Innovation  here  may  be  linked  to  developing  products  and  services  
that  have  more  meaningful  resonance  and  impact,  because  they  have  been  
developed  with  people,  rather  than  on  their  behalf.    Co-­‐design  may  also  invoke  
the  notion  of  collaborative  designing  in  general,  where  two  or  more  designers  
work  together  on  the  development  of  new  ideas,  products  or  services.        
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The  international  design  and  innovation  consultancy  IDEO  has  done  much  to  
popularise  the  human-­‐centred  perspective  in  design,  particularly  across  the  
business  community  and  within  education.    ‘Design  thinking’  in  this  context  has  
been  touted  as  the  route  to  innovation,  based  on  the  notion  of  involving  people  
in  the  design  process,  and  using  empathy  as  a  key  approach  to  framing  design  
from  a  user-­‐perspective  (cf.  Brown,  2009;  Kelley,  2001).    In  a  business  context,  
finding  competitive  advantage  rests  with  the  development  of  products  and  
services  differentiated  by  the  quality  of  being  meaningful  to  those  who  use  
them.      
  
When  collaborative  working  becomes  the  normal  way  of  proceeding,  as  is  
necessary  for  tackling  complex  problems,  different  skills  and  attitudes  are  
required  across  the  design  process.    The  ‘designer’s  repertoire’  has  to  expand  to  
manage  and  make  sense  of  opportunities,  where  no  one  individual  holds  all  of  
the  expertise  required  to  develop  new  ideas  and  solutions  (Inns,  2007).    
Facilitating  and  managing  people  with  diverse  knowledge  bases  becomes  a  new  
core  skill.        
  
The  shift  towards  co-­‐design  also  has  the  affect  of  (arguably)  shifting  the  balance  
of  power  in  the  design  process  (Burns  et  al.,  2006).    A  more  equitable  exchange  
of  knowledge  and  ideas  is  said  to  be  one  advantage  of  a  co-­‐design  process,  with  
the  result  that  everyone  has  a  stake  in  designing.    Despite  the  rhetoric  of  
democratic  participation,  Kimbell  (2011)  argues  that  there  is  still  an  
unacknowledged  focus  on  the  designer  as  the  main  agent  within  design  activity.    
The  ‘myth’  of  the  genius  designer,  bringing  in  flashes  of  creativity  and  wisdom  is  
still  pervasive  even  in  these  changed  circumstances  (Buchanan,  1995b;  Forty,  
1986).      
  
Although  the  co-­‐design  approach  is  prevalent,  it  is  still  not  the  norm  across  all  
industries.  Nevertheless  its  existence  as  a  growing  form  of  design  activity  alerts  
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us  to  one  aspect  of  the  transformation  –  one  that  is  likely  to  continue  to  
proliferate.  
  
The	  contexts	  for	  design	  
The  concept  of  ‘the  context’  can  be  seen  to  operate  on  at  least  two  levels.    Firstly  
it  is  used  here  to  consider  the  contingent,  specific  milieu  of  a  particular  design  
project  or  process  –  the  actively  constructed  ‘design  space’.5    Design  and  
management  researcher  Lucy  Kimbell  (2012,  p.  129)  argues  for  a  perspective  on  
design  that  sees  it  as  a  ‘situated,  local  accomplishment  involving  diverse  and  
multiple  actors’.    At  this  micro-­‐level,  there  is  the  need  to  consider  the  
specificities  which  colour  and  impact  the  design  process.    In  this  sense  the  
context  takes  into  account  all  of  the  other  elements  which  this  section  of  the  
thesis  deals  with  separately:  the  people  involved,  their  values  and  motivations  
and  the  organisations  or  associations  with  which  they  are  affiliated;  the  practical  
process  and  the  materials  and  objects  which  are  involved;  and  the  particular  
‘problem’  being  framed  and  explored.      
  
Secondly,  the  notion  of  context  projects  outwards,  to  those  new  sites  for  design:  
the  contexts  of  healthcare,  of  public  services,  of  organisational  change,  of  
business  innovation.    Whilst  making  sense  of  design  in  these  new  contexts,  the  
traditional  disciplines  and  contexts  of  design  are  not  forgotten,  but  remain  a  part  
of  the  conversation.  
  
The	  first	  context	  for	  design	  
One  way  to  consider  the  complexity  of  the  first  level  of  design  context,  or  the  
‘design  space’,  is  with  reference  to  philosopher  Martin  Heidegger’s  notion  of  the  
                                                                                                            
5
  The  notion  of  the  ‘design  space’  is  developed  from  number  of  researchers  including  Heape  (2007)  and  Lim  et  al.  (2008)  
and  will  be  discussed  further  in  Chapter  Four.    Here  I  am  using  it  to  refer  to  the  dynamic  context  in  which  design  activity  
takes  place,  which  is  multifaceted,  and  involves  the  active  creation  of  boundaries  amid  localized  constraints.  
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structure  of  ‘Care’  (Heidegger,  1962;  Wheeler,  2015).6    A  key  element  of  this  is  
the  temporal  nature  of  existence  –  our  ‘being-­‐in-­‐the-­‐world’,  as  Heidegger  
conceptualised  the  connected  nature  of  human  life  as  lived  within  the  world  
around  us.    Being-­‐in-­‐the-­‐world,  for  Heidegger,  has  a  three-­‐fold  structure.    It  
involves  a  simultaneous  awareness  and  experience  of  past,  present  and  future.    
Heidegger  uses  the  terms  ‘thrownness’,  ‘fallen-­‐ness’,  and  ‘projection’  to  describe  
these  temporal  characteristics.      
  
The  term  thrownness  implies  that  we  are  ‘thrown’  into  an  already  meaningful  
world.    We  are  predisposed  to  try  and  make  sense  of  this  already  meaningful  
world,  and  we  choose  to  act  upon  some  of  the  numerous  possibilities  which  are  
open  to  us.    Thrownness  is  a  particular  configuration  –  a  determined  or  
constrained  set  of  possibilities.    Through  choosing  to  act  upon  certain  of  these  
possibilities,  we  project  ourselves  into  unknown  territory:  we  are  free  to  choose  
even  whilst  we  are  constrained  in  part  by  our  circumstances.    Fallen-­‐ness  is  used  
by  Heidegger  to  describe  our  everyday  way  of  being-­‐in-­‐the-­‐world,  which  he  
believes  to  be  ‘inauthentic’.    This  inauthenticity  is  a  character  of  existence,  which  
means  that  we  do  not  allow  ourselves  to  relate  to  ourselves  or  others  in  
meaningful  ways.    It  is  not  my  intention  here  to  open  up  a  discussion  about  the  
authenticity  of  being,  but  to  consider  the  temporal  nature  of  human  experience,  
and  the  requirement  to  make  sense  of  a  world  already  constrained,  yet  with  the  
possibility  for  change.    We  are  at  once  affected  by  the  past,  living  in  the  present,  
whilst  simultaneously  projecting  forwards  to  consider  how  we  can  or  might  live  
the  in  future:  this  is  three-­‐fold  state  of  human  being-­‐in-­‐the-­‐world.      
  
Design,  as  a  basic  way  of  making  sense  of  the  world  and  proposing  future  states,  
has  this  three-­‐fold  temporal  quality  of  being.    Emphasising  the  historical  legacy  
on  which  all  design  and  designers  depend,  researcher  Jan  Michl  (2002,  pp.  10  –
15)  chooses  to  use  the  term  ‘redesign’.  He  states:  ‘to  see  design  as  redesign  is  to  
see  both  design  process  and  design  objects  in  the  perspective  of  time’,  arguing  
                                                                                                            
6
  The  discussion  of  the  structure  of  Care  here  draws  on  the  entry  by  Wheeler  (2015)  in  the  Stanford  Encyclopedia  [sic]  of  
Philosophy,  as  well  as  attending  to  the  original  Being  and  Time.  
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that  the  designer  is  not  the  ‘sole  creator’  but  the  ‘re-­‐creator  and  co-­‐creator’.    
Karl  Weick  (2004,  p.  74)  has  also  endorsed  this  position,  believing  design  to  be  
‘as  much  about  re-­‐design,  interruption,  resumption,  continuity,  and  re-­‐
contextualizing,  as  it  is  about  design,  creation,  invention,  initiation,  and  
contextualizing’.    
  
Designing  operates  within  constraints.    Weick  takes  the  notion  of  thrownness  as  
a  way  of  considering  the  constrained  context  of  design.    He  suggests  that  
acknowledging  that  we  are  thrown  into  a  pre-­‐interpreted  world,  and  must  act  
our  way  to  understanding,  allows  us  to  see  the  complexity  of  the  context  in  
which  designing  takes  place.    The  context  is  not  a  blank  slate  but  involves,  
  
designing  as  if  one  faces  a  population  thrown  into  a  determinate  situation  
characterized  by  limited  options,  unreflective  submission,  continuous  
acting,  occasional  interruption,  unquestioned  answers,  ready-­‐made  
categories  for  expression  and  interpretation,  and  disjunction  between  
understanding  and  explanation  (Weick,  2004,  p.  77).  
  
This  is  an  acknowledgement  of  the  everyday  realities  of  a  particular  design  space.    
How  design  proceeds  in  these  contexts  is  affected  as  much  by  the  various  
outside  factors  as  it  is  by  the  design  process  itself.    Supporting  this  position,  
Weick  (ibid.)  also  argues  that  design  is  most  often  incremental,  due  to  the  
‘already  interpreted  world  of  the  client’.    Although  this  may  change  within  co-­‐
design  processes,  or  in  ‘fourth-­‐order’  (Buchanan,  1995a)  design  consultancies  
which  explore  organizational  values  from  the  ground  up,  still  there  are  
limitations.    Design  is  never  an  isolated  process,  unconnected  with  the  other  
aspects  of  an  individuals  practice  or  an  organization’s  operations.  
  
A  further  three  characteristics  are  outlined  by  Weick  in  relation  to  how  the  
concept  of  ‘thrownness’  helps  to  articulate  the  design  context,  aiding  the  
consideration  of  potential  successes  or  failures.    Firstly,  he  suggests  that  ‘good  
design’,  rather  than  being  an  aesthetic  category,  is  the  ability  of  design  to  
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address  some  of  the  limitations  of  the  constraints  affecting  the  exploration  of  
the  design  space:  
  
The  counteraction  created  by  good  design  may  enlarge  a  limited  set  of  
options,  reduce  blind  spots,  facilitate  brief  reflection,  reduce  the  
disruptiveness  of  interruptions,  encourage  trial  and  error  with  safety,  
refine  primitive  categories  into  a  more  nuanced  set  of  distinctions,  and  
tighten  the  coupling  between  existence  and  interpretation  (Weick,  2004,  
p.  77).  
  
The  act  of  designing  deliberately  attempts  to  work  within,  and  move  beyond  the  
given  challenges  of  the  context.    By  being  aware  that  there  may  indeed  be  ‘blind  
spots’  or  ‘primitive  categories’  which  require  expansion,  those  involved  in  the  
design  process  can  operate  mindfully  in  seeking  innovation.    For  Heidegger,  
questioning  basic  concepts  is  at  the  heart  of  his  hermeneutic  phenomenology.    
Questioning  is  a  basic  condition  of  being-­‐in-­‐the-­‐world.    Being  aware  of  the  
‘thrown’  nature  of  existence,  and  being  able  to  question  this  condition,  is  a  
strength  for  design  in  complex  contexts.      
  
Secondly,  citing  architect  Frank  Gehry,  Weick  (2004,  p.  77)  also  suggests  that  
design  supports  the  challenges  of  a  complex  situation  by  providing  ‘handrails’:  
something  that  you  may  lean  on  in  order  to  make  your  way  forward  –  ‘familiar  
details  in  an  otherwise  strange  setting’.    These  ‘handrails’  may  vary  in  different  
contexts,  but  designing  may  provide  these  by  manifesting  and  visualizing  the  
journey,  finding  ways  for  people  to  see  the  new  through  familiar  means.    Finally  
Weick  (ibid.)  suggests  that  accepting  the  condition  of  ‘thrownness  in  a  
preinterpreted  word’  means  that  the  potential  value  for  design  is  to  ‘stir  up  
preinterpretations’,  challenge  people’s  pre-­‐existing  ways  of  seeing  and  
understanding  –  leading  to  change.    If  this  value  is  recognised,  then  part  of  
design’s  role  is  to  identify  potentially  hidden  preinterpretations,  and  deliberately  
seeks  new  ways  of  interpretation.  
  
This  view  of  the  first  design  context  places  design  activity  in  a  historical  
trajectory.    It  acknowledges  the  situated  nature  of  practice  and  the  indebtedness  
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of  designers  to  what  has  come  before,  without  shackling  them  to  repeat  the  
processes  of  the  past.    Nothing  is  immune  from  questioning  and  scrutiny.    
Attention  to  the  actions  and  interactions  of  the  past,  whilst  situated  in  a  
contemporary  context,  looking  to  the  future,  is  a  basic  experience  of  design.    
Thus  ‘context’  for  design  carries  with  it  this  extended  nature  of  situatedness,  
branching  out  both  into  the  past  and  towards  future  possibility.      
  
The	  second	  context	  for	  design	  
Contemporary  design  involves  numerous  activities  and  takes  place  across  myriad  
settings.    Design  companies  and  firms  range  from  micro-­‐enterprises,  consisting  
of  individuals  or  small  teams,  to  large  international  companies  such  as  IDEO,  
global  design  firm  frog  design,  and  service  design  consultancy  live|work,  
operating  in  multiple  sites,  on  high  profile  global  projects.    The  design  industry  
also  now  collaborates  with  academia  to  build  capacity  for  innovation  and  growth,  
as  well  as  in  the  exploration  of  social  and  cultural  challenges,  as  a  glance  through  
recent  proceedings  from  international  design  conferences  such  as  those  held  by  
the  Design  Research  Society  (DRS),  the  European  Academy  of  Design  (EAD),  or  
the  Design  Management  Institute  (DMI)  will  attest.    Individual  jewellery  
designers,  social  and  community  enterprises,  and  strategic  business  consultants  
all  use  design  in  different  ways,  for  diverse  purposes,  leading  to  numerous  
outcomes.    
  
Design  scholar  Richard  Buchanan  (1998,  1995a)  has  outlined  what  he  describes  
as  the  four  orders  of  design:  signs,  objects,  action  and  thought.    These  four  
orders  of  design  connect  with  four  purposes  for  design  or  ‘areas  of  design  
thinking’:  ‘symbolic  and  visual  communications’;  ‘material  objects’;  ‘activities  and  
organized  services’;  and  ‘complex  systems  or  environments  for  living,  working,  
playing  and  learning.’  (Buchanan,  1995a,  p.  7)      
  
What  Buchanan  suggests  is  that  the  traditional  design  disciplines,  such  as  graphic  
and  industrial  design,  do  not  only  remain  within  the  areas  which  appear  most  
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connected  –  i.e.  visual  communication  or  the  creation  of  material  objects.    The  
skills  associated  with  these  types  of  design  are  activated  in  response  to  larger  
challenges  in  the  world,  and  put  to  use  in  new  contexts  –  such  as  in  the  design  of  
services  and  experiences,  as  well  as  for  envisioning  how  we  can  live  and  work  
sustainably  today.    In  addition,  when  shifting  into  design  spaces  which  require  a  
consideration  of  human  action  and  interaction,  across  complex  environments,  
new  skills  and  attitudes  have  to  be  nurtured,  such  as  ‘logical  decision  making’  
and  ‘strategic  planning’,  as  well  as  a  concern  for  assessing  the  attitudes  and  
values  of  the  different  stakeholders  which  these  contexts  necessarily  involve  
(ibid.,  p.  7-­‐8).    
  
Across  design,  and  indeed  across  all  facets  of  the  socio-­‐cultural  milieu,  ‘vision  
and  values  are  now  an  explicit  subject  of  discussion’  (Buchanan,  1998,  p.  11).    
Buchanan  emphasises  that  vision  and  values  are  ‘essentially  contested’  and  it  
requires  working  together  to  establish  what  shared  values  might  be.    As  a  result,  
designers  increasingly  become  involved  in  earlier  and  earlier  stages  of  ‘product’  
development  processes.    Design  becomes  a  part  of  the  fundamental  processes  of  
decision  making,  which  begin  before  any  other  methods  can  drive  the  process  
forward.    Exploring  the  nature  of  design  requires  an  exploration  of  the  values  
and  vision  that  guide  action.      
  
Buchanan’s  fourth  order  of  design  is  ‘thought’.    When  there  is  the  need  for  
distinct  and  perhaps  radical  change  within  an  organisation  or  other  situation,  
what  is  required  is  a  rethinking  and  a  new  understanding  of  the  core  values  and  
core  purposes  of  an  organization  or  system.    Fourth  order  design  consultancies  
focus  first  on  understanding  the  shift  required  in  purposes  and  visions.    The  
repositioning  of  traditional  design  disciplines  in  the  context  of  action  and  
interaction,  means  understanding  that  what  is  required  is  a  focus  on  the  contexts  
in  which  people  and  product  come  together  in  a  dynamic  experience.    This  is  the  
realisation  of  design  in  the  stages  when  action  is  being  planned.    If  the  vision  and  
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values  of  the  company  are  in  flux  or  in  need  of  change,  then  other  processes  are  
required  for  rethinking  this  fundamental  purpose.      
  
Elizabeth  Pastor  and  GK  VanPatter  of  NextDesign  Leadership  Institute  
(NextDesign  Leadership  Institute,  2011)  have  also  outlined  four  scales  of  design,  
which  refer  directly  to  the  increase  in  the  complexity  of  problems  which  design  
now  tackles.    Together  with  Buchanan’s  four  orders,  this  ‘challenge  scale’  
illuminates  the  need  for  the  extension  of  new  skills  and  attributes  when  setting  
foot  in  new  contexts.    These  scales  –  Design  1.0  (Traditional  Design),  2.0  
(Product/Service/Experience  Design),  3.0  (Organisational  Transformation  
Design),  and  4.0  (Social  Transformation  Design)  –  do  not  separate  by  discipline  
but  by  both  time  and  complexity.    The  shifts  in  scale  also  highlight  that  the  
thinking  needed  to  tackle  problems  changes  as  the  complexity  increases.    
Understanding  how  to  tackle  these  problems,  and  what  tools  and  methods  are  
needed  in  these  new  situations,  is  a  key  concern  of  many  designers  in  industry  
and  researchers  working  across  industry  and  academia  (Burns  et  al.,  2006;  
Celaschi  et  al.,  2011;  Dorst,  2015b;  Margolin,  2013;  Sanders  and  Stappers,  2014).      
  
A  useful  framing  of  design's  expansion  is  outlined  by  Lauralee  Alben  (2002).    She  
focuses  attention  on  the  aims  and  purposes  of  designing:    'What  happens  when  
you  design  the  intentions  and  relationships  you  desire  first?    And  then  create  the  
actions  and  artifacts  [sic]  to  support  these  intentions?’  (ibid.,  p.  49).    This  also  
highlights  the  social  nature  of  design,  as  it  plays  out  in  new  design  contexts.    The  
rise  and  popularisation  of  service  design  (or  design  for  services),  within  the  
public  realm,  often  towards  socially  progressive  ends,  is  one  indication  of  these  
wider  changes  taking  place  across  design  (Kimbell,  2009b;  Sangiorgi,  2011;  
Stickdorn  and  Schneider,  2010).    Stickdorn  and  Schnieder  (2010),  lead  authors  of  
the  co-­‐created  textbook  on  Service  Design  –  This  is  Service  Design  Thinking  –  
emphasise  the  processual  nature  of  designing  first,  rather  than  starting  from  an  
outcome-­‐centred  perspective:  
  
   45  
  
While  colloquially  the  word  design  is  used  to  refer  to  the  appearance  or  
styling  of  a  particular  product  or  outcome,  the  proper  meaning  goes  far  
beyond  that.    In  particular,  the  approach  of  service  design  refers  to  the  
process  of  designing  rather  than  to  its  outcome.    The  outcome  of  a  
service  design  process  can  have  various  forms:  rather  abstract  
organisational  structures,  service  experiments  and  even  concrete  physical  
objects  (Stickdorn  and  Schneider,  2010,  p.  14).  
  
Design  implemented  to  encourage  transformation  takes  a  particularly  extreme  
instantiation  in  the  establishment  of  academic  initiatives  such  as  the  Design  
Against  Crime  Research  Centre  at  Central  St  Martins  (University  of  the  Arts,  
London),7  which  since  1999  has  been  dedicated  to  ‘Design  for  Society’.    The  
Centre  takes  a  practice-­‐led  approach  to  social  innovation,  building  models  of  
practice  which  may  be  developed  for  use  in  other  contexts,  such  as  health,  
wellbeing  and  sustainability.    Socially  responsive  design,  as  practiced  by  the  
Centre  ‘takes  as  its  primary  driver  social  issues,  its  main  consideration  social  
impact,  and  its  main  objective  social  change’    (Design  Against  Crime,  no  date).  
Social  innovation  requires  a  shift  in  many  aspects  of  designing,  particularly  
market-­‐driven  approaches,  and  raises  the  need  for  building  relationships  
between  designers  and  other  people  implicated  in  the  process.      
  
The  contexts  for  design  are  closely  linked  to  the  different  stages  of  the  process  of  
developing  new  products,  services  and  experiences.    In  the  UK,  the  Design  
Council  has  been  active  in  both  taking  design  into  public  contexts,  as  well  as  in  
documenting  and  gathering  examples  of  design  practice.    Particularly  with  the  
RED  unit,  established  in  the  early  2000s,  the  Design  Council  sought  to  engage  in  
projects  which  would  challenge  views  on  the  use  of  design  for  a  range  of  
pertinent  social  and  economic  issues.    Directed  by  Hilary  Cottam,  the  RED  unit  
sought  to  apply  design  in  new  contexts,  building  evidence  for  new  ways  in  which  
the  industry  could  contribute  to  exploring,  reframing  and  solving  aspects  of  
complex  social  problems.    The  first  RED  paper  (Cottam  and  Leadbeater,  2004)  
discussed  the  challenges  of  developing  health  services  for  complex  chronic  
conditions  in  the  21st  century,  which  differ  from  those  that  were  of  prime  
                                                                                                            
7
  See  http://www.designagainstcrime.com/about-­‐us/aims-­‐philosophy/  for  further  details  (Accessed:  3  March  2016).  
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concern  when  the  National  Health  Service  was  established.    The  second  paper  
(Burns  et  al.,  2006,  pp.  20–22)  dealt  with  what  the  Design  Council  named  
‘Transformation  Design’:  projects  where  redefining  the  design  problem,  
collaboration,  participation,  and  capacity-­‐building  combine,  and  where  the  
outcomes  of  the  design  process  are  changes  in  behaviours  and  cultures,  as  well  
as  products  and  services.  
  
Thus  the  transformation  in  design  is  exemplified  by  the  development  of  the  
concept  of  transformation  design:  where  design  is  used  to  navigate  and  shape  
the  journey  through  complex  societal,  organisational,  economic  and  even  
environmental  challenges.    These  are  not  the  only  contexts  for  design  activity,  
yet  they  represent  a  vivid  realisation  that  how  we  conceptualise  design  has  
changed,  and  the  contexts  it  now  operates  within  require  new  forms  of  thinking  
in  order  to  succeed.      
  
Design	  problems	  	  
Design	  problems	  are	  wicked	  problems	  
In  1979,  design  researcher  and  educator  Bruce  Archer  (1979,  p.  17)  suggested  
that  it  had  been  widely  accepted  that  design  problems  were  ‘ill-­‐defined’.    Here  
Archer  is  considering  the  shift  from  a  scientific,  procedural  ‘design  methods’  
movement,  to  belief  in  ‘designerly  ways  of  thinking’  and  communicating.    His  
discussion  indicates  the  nature  of  the  conditions  that  govern  how  problems  of  
social  significance  are  framed.    Archer’s  discussion  no  doubt  draws  from  Horst  
Rittel  and  Melvin  Webber’s  (1973,  p.  160)  concept  of  ‘wicked  problems’  in  
planning,  which  has  been  influential  in  bringing  to  the  surface  the  realisation  that  
‘real-­‐world’  problems  of  societal  significance  cannot  be  dealt  with  in  the  same  
way  as  ‘tame’  problems  of  natural  science,  which  are  ‘definable  and  separable’.    
The  concept  of  ‘wicked  problems’  has  since  been  taken  up  across  design,  
particularly  due  to  work  by  Richard  Buchanan  (1995a).      
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Archer  (1979)  outlines  what  he  takes  to  be  an  ill-­‐defined  problem:  
  
An  ill-­‐defined  problem  is  one  in  which  the  requirements,  as  given,  do  not  
contain  sufficient  information  to  enable  the  designers  to  arrive  at  a  
means  of  meeting  those  requirements  simply  by  transforming,  reducing,  
optimizing  or  superimposing  the  given  information  alone  (Archer,  1979,  
p.  17).  
  
In  this,  Archer  is  outlining  that  it  is  necessary  to  look  beyond,  or  to  question  the  
‘given  information’.    He  also  notes  that  the  ‘problem’  is  characterised  by  
‘obscurity  about  the  requirements,  the  practicability  of  envisageable  provisions  
and/or  misfit  between  the  requirements  and  the  provisions’  (ibid.).  It  may  not  
always  be  clear  what  the  requirements  of  the  problem  might  be,  because  the  
problem  itself  is  not  a  clearly  defined  thing.    As  Nigel  Cross  (2007a,  pp.  17–31)  
has  noted,  because  ill-­‐defined  or  wicked  problems  have  no  optimal  solution,  the  
designer  must  explore  and  perhaps  change  the  terms  of  the  problem,  before  
proposing  ‘practicable  solutions’,  which  can  be  actioned  in  a  limited  time-­‐frame.    
These  solutions  will  never  be  complete,  due  to  the  number  of  variables  involved  
and  the  fact  that  as  time  passes,  new  needs  and  requirements  come  into  play,  
demanding  a  revision  of  the  problem.    ‘Social  problems  are  never  solved.    At  best  
they  are  only  re-­‐solved  –  over  and  over  again’  (Rittel  and  Webber,  1973,  p.  160).  
  
The	  context	  shapes	  the	  problem:	  the	  problem	  shapes	  the	  context	  
The  recognition  of  design  intervening  in  contexts  where  wicked  problems  
dominate,  although  taking  place  since  at  least  the  1960s,  has  been  gathering  
pace  in  more  recent  decades.    In  part,  this  has  to  do  with  the  rise  of  ‘design  
thinking’  in  the  business  press,  in  particular  as  popularised  by  writers  such  as  Tim  
Brown  (2009)  and  Tom  Kelley  (2001)  of  the  innovation  consultancy  IDEO.    This  
popularisation  of  design  thinking  has  taken  the  discussion  of  problem-­‐solving  
(whether  ‘wicked’  or  otherwise)  into  the  domain  of  organisational  change  and  
innovation.    Thus  design  problems  are  framed  in  terms  of  the  organisation,  
which  in  itself  may  be  a  complex  context  to  navigate.      
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Reon  Brand  and  Simona  Rocchi  of  Philips  Design  (Brand  and  Rocchi,  2011)  
suggest  that  there  are  four  economic  paradigms  which  serve  as  a  means  of  
making  sense  of  and  thinking  through  the  drivers  of  future  organisational  value.    
The  Industrial,  Experience,  Knowledge  and  Transformation  economies  are  
marked  by  different  value  systems  and  propositions,  and  yet  operate  
simultaneously,  particularly  due  to  the  variation  of  industrial  development  
globally.8    The  implications  of  the  Knowledge  and  Transformation  economies  are  
also  still  unfolding,  making  it  difficult  to  fully  understand  their  present  and  future  
implications.    For  example,  the  Transformation  economy  describes  the  major  
global  challenges  affecting  us  today  and  causing  concern  for  future  ways  of  
living.    These  challenges  include  such  complex,  interconnected  problems  such  as:  
aging  populations,  increasing  sedentary  lifestyles,  global  recessions,  ecological  
sustainability,  and  issues  of  health  and  wellbeing  (Megens  et  al.,  2013).    Business  
models  in  this  context  are  emerging,  and  companies  are  seeking  ways  of  
developing  value  propositions  that  attend  to  social  and  ethical  concerns  whilst  
pursuing  market  opportunities  (Brand  and  Rocchi  2011,  p.13).  
  
A  major  implication  for  design  is  that  traditional  disciplinary  methods,  
approaches,  and  outcomes,  as  growing  out  of  and  practiced  within  the  Industrial  
and  Experience  paradigms,  are  not  sufficient  for  tackling  large,  complex  (or  
wicked)  societal  problems.    Wider  issues  of  sustainability  and  climate  change  for  
example,  ask  for  more  systemic  thinking,  and  consideration  of  both  human  and  
ecological  values.    It  is  no  longer  acceptable  for  designers  seeking  to  add  new  
products  and  services  to  the  world,  to  bypass  these  types  of  concerns.    This  is  
not  necessarily  a  new  realisation  or  circumstance.    As  Bremner  and  Rodgers  
(2013,  p.  6)  have  stated  ‘Ettore  Sottsass  warned  long  ago  that  design  has  deep  
and  durable  ethical  and  political  dimensions  and  requires  knowledge  and  
consideration  of  our  relationship  with  each  other  and  the  world  we  are  
changing’.    Thus  organisational  innovation  rubs  against  and  is  infused  by  the  
                                                                                                            
8
  For  further  discussion  of  the  Experience  economy  see  for  example  Pine  and  Gilmore,  1999;  Press  and  Cooper,  2003.  
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challenges  of  social  and  environmental  change,  demanding  a  new  framing  of  the  
problems,  and  contexts  for  design.  
  
As  noted  in  the  previous  section,  work  by  the  Design  Council  RED  unit  developed  
projects  exploring  chronic  health  conditions,  and  reported  on  examples  exploring  
supply  chain  issues  in  the  food  sector,  improving  patient  relationships  with  
healthcare  providers,  and  understanding  issues  of  accessing  public  
transportation  systems  in  rural  areas  (Burns  et  al.,  2006,  pp.  12–18).      Other  
examples  of  this  kind  of  design  activity  include  the  work  undertaken  by  Scottish  
service  design  consultancy  Snook,  in  projects  such  as  MyPolice  (Snook,  no  date),  
exploring  social  media  as  a  way  to  better  facilitate  public  feedback  to  the  police;  
or  various  projects  developed  through  the  Nesta  Digital  R&D  fund,  expanding  
business  opportunities  through  bringing  designers  and  technologists  together  
with  arts  organisations.9    These  diverse  contexts  are  the  sites  of  business,  
creative,  technological  and  social  challenges  that  require  the  intellectual  and  
practical  investment  of  multiple  stakeholders.      
  
Critical	  problems	  
At  the  same  time  however,  there  are  streams  of  design  that  have  grown  in  the  
last  twenty  years,  which  question  many  of  the  basic  assumptions  that  are  placed  
at  the  heart  of  design  activity.    As  pioneer  of  the  field  of  Critical  Design,  Anthony  
Dunne  (2005,  p.  xi)  states,  ‘something  is  missing.    Design  is  not  engaging  with  the  
social,  cultural  and  ethical  implications  of  the  technologies  it  makes  so  sexy  and  
consumable’.    Although  design  now  intervenes  in  social  contexts,  Critical  Design  
embarks  upon  a  critical  questioning  of  the  role  it  plays.    It  uses  the  present  as  a  
place  to  consider  future  implications  of  design  and  technology,  offsetting  the  
technological  determinism  that  still  pervades  much  design  discourse.  
    
                                                                                                            
9
  See  http://www.nesta.org.uk/project/digital-­‐rd-­‐fund-­‐arts  for  details  (Accessed:  14  January  2016).  
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Anthony  Dunne  and  partner  Fiona  Raby  see  the  role  of  designers  as  critical  
questioners  of  the  relationships  that  we  have  with  technology,  and  the  impact  it  
has  on  our  lives,  socially,  culturally  and  ethically.    In  Critical  Design  practice,  
designers  build  speculative  objects,  prototypes  and  scenarios,  which  are  often  
placed  in  gallery  and  museum  settings.    This  environment,  rather  than  everyday  
domestic  domains,  deliberately  pulls  the  design  discussion  into  a  dedicated  
space,  where  the  objects  become  part  of  a  growing  critical  discourse  on  the  role  
of  design  in  shaping  and  envisioning  future  ways  of  living.  
    
There  is  a  growing  literature  suggesting  that  fictional  spaces  are  valuable  for  
envisioning  future  possibilities,  and  that  they  offer  up  an  alternative  way  to  
stimulate  creative  potential  (Bleecker,  2009;  Bonanni  et  al.,  2008;  Brodersen  et  
al.,  2008;  Bruce  and  Baxter,  2013;  Dindler,  2010;  Dindler  and  Iversen,  2007;  
Dunne,  2005;  Dunne  and  Raby,  2014,  2001;  Gonzatto  et  al.,  2013;  Hales,  2013;  
Johnson,  2011;  Ratto,  2011;  Saliba,  2012).    This  desire  to  imagine  possible  future  
ways  of  living  is  not  based  on  current  user  needs  and  desires,  but  deliberately  
imagines  the  alternative  consequences  of  design  principles  and  implicit  social  
values.    Fictional  spaces  potentially  become  a  site  to  begin  conversations  about  
how  we  might  want  our  future  to  be,  and  how  potentially  we  might  get  there.  
    
Julian  Bleecker  (2009,  p.  27),  a  prominent  writer  and  practitioner  of  ‘design  
fictions’  states  that  working  in  this  way  involves  developing  ‘[a]  particularly  rich  
context,  a  good  story  that  involves  people  and  their  social  practices  rather  than  
fetishizing  the  object  and  its  imagined  possibilities’.    Bleecker  is  a  member  of  the  
Near  Future  Laboratory,  a  collective  exploring  futures  research  through  design  
fictions  and  other  forms  of  practice.    They  suggest  that  the  outcomes  of  their  
work  may  take  the  form  of  ‘case  studies,  events,  workshops,  fast-­‐prototyped  
apps,  innovative  algorithms,  curious  objects,  mock  ups,  videos,  fictional  
magazines,  newspapers,  product  catalogues  and  more’  (Near  Future  Laboratory,  
no  date).  
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It  could  be  argued  that  within  design  fictions  or  critical  design  practices,  a  
particular  community  of  interest  or  practice  is  formed  around  the  type  of  critical  
discussion  this  work  provokes.    It  is  often  theoretically  informed,  coming  out  of  
either  academic  institutions  or  driven  by  those  with  particular  research  
interests.    It  has  been  criticised  for  being  overly  intellectual  and  elitist,  
particularly  given  that  it  may  often  be  viewed  in  galleries,  and  is  in  danger  of  
being  subsumed  under  the  label  of  art  practice,  rather  than  design  (Koskinen  et  
al.,  2011).    Dunne  and  Raby  however,  are  insistent  that  this  kind  of  work  is  seen  
as  design:  
    
Design  needs  to  be  closer  to  the  everyday  life,  that’s  where  its  power  to  
disturb  comes  from…if  it  remains  as  design…it  suggests  that  the  everyday  
as  we  know  it  could  be  different,  that  things  could  change  (Dunne,  2007,  
cited  in  Koskinen  et  al.,  2011,  p.  98).  
    
By  emphasizing  that  this  is  design,  we  make  our  point  more  
strongly.    Though  the  shock  effect  of  art  may  be  greater,  it  is  also  more  
abstract…  The  concept  of  design,  however,  implies  that  things  can  be  
used  and  that  we  ask  questions  -­‐  questions  about  the  here  and  
now  (Raby,  2008,  cited  in  Koskinen  et  al.,  2011,  p.  99).  
    
The  implication  of  use  brings  Critical  Design  (or  design  fictions  and  ‘speculative  
design’  as  Dunne  and  Raby’s  (2014)  most  recent  book  explores)  back  to  the  
everyday  context,  to  the  purpose  of  design  as  creating  the  new.    The  existence  of  
critical  practices  indicates  a  particularly  strong  position  in  how  design  is  used  for  
making  sense  of  the  future.    In  this  sense  it  is  a  recognisable  part  of  the  shift  in  
design  overall  which  recognises  the  need  to  address  complex  ‘wicked’  problems  
in  new  ways.    It  simply  follows  a  different  path  for  this  exploration:  one  that  is  
provocative,  playful,  and  conceptually  rich.  
        
Design	  process  
The  design  process  is  conceptualised  and  discussed  over  at  least  three  different  
levels:    methodology,  method  and  technique.    Discussions  of  ‘design  thinking’  
(Brown,  2009;  Cross,  2011;  von  Stamm,  2011)  and  ‘designerly  ways  of  knowing’  
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(Cross,  2007a;  Lawson,  2004)  operate  at  the  level  of  methodology:  the  strategic  
level  that  guides  individual  methods  (such  as  prototyping)  and  techniques  (such  
as  computer-­‐based  simulations,  or  paper  mock-­‐ups).    In  order  to  make  sense  of  
the  higher  levels  that  structure  the  design  process,  and  make  sense  of  the  
distinct  contribution  of  design  activity  to  shaping  the  future,  organisations  such  
as  the  UK  Design  Council  or  companies  such  as  IDEO  (and  the  associated  work  at  
Standford  d.school),  have  developed  and  popularised  models  that  simplify  and  
outline  the  design  process.    These  seek  to  show  the  phases  that  design  may  go  
through  in  order  to  generate  and  develop  ideas,  as  well  as  taking  these  to  
market.    These  models  also  seek  to  promote  a  way  of  approaching  design,  which  
can  be  attributed  to  these  organisations  and  institutions.  
  
Methodology:	  Design	  process	  models	  
In  2005  the  UK  Design  Council  developed  the  ‘Double  Diamond’  through  in-­‐
house  research  (Design  Council,  2007).    It  is  a  simple  visualisation  of  the  design  
process  that  suggests  four  basic  phases:  Discover,  Define,  Develop,  and  Deliver  
(Figure  1).  
  
  
Figure  1:  A  representation  of  the  Design  Council’s  ‘Double  Diamond’    
  
DISCOVER DEVELOPDEFINE DELIVER
PROBLEM 
DEFINITION
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The  diamond  indicates  phases  of  divergent  and  convergent  thinking:  the  scoping  
and  research  ‘discovery’  phase  that  opens  out  the  problem  as  originally  
perceived;  the  bringing  together  of  the  research  with  business  aims  and  
requirements  to  define  the  practical  parameters  of  the  project;  a  phase  of  
further  development,  where  potential  solutions  are  iterated  and  tested;  and  a  
delivery  phase,  where  final  prototypes  are  made  and  tested,  any  final  ‘product’  is  
launched  and  subsequent  evaluation  undertaken.    The  Design  Council  has  a  
mandate  to  build  understanding  of  UK  design  to  support  business  and  public  
policy  development.    The  double  diamond  is  therefore  a  way  of  promoting  its  
activity,  as  well  as  being  an  easily  cited  visual  tool  that  can  aid  in  the  
communication  of  how  design  can  contribute  value  to  the  development  of  new  
products  and  services,  in  many  different  spheres  of  business  and  public  life.      
  
The  design  process  model  by  innovation  consultancy  IDEO  is  also  widely  cited,  
and  used  across  both  business  and  education  (Brown  and  Wyatt,  2010).10    This  
also  acts  as  a  useful  way  of  promoting  the  strategies  of  the  company,  and  their  
approach  to  design  education.    Their  simple  three-­‐stage  process  is  outlined  as  
‘inspiration,  ideation,  implementation’,  which  extended  to  the  associated  
Stanford  University  d.school  model11  becomes  the  five-­‐stage  ‘empathize,  define,  
ideate,  prototype,  test’  (d.school,  no  date).    These  share  similarities  with  the  
Double  Diamond,  as  simplified  representations  of  a  process  involving  the  need  
for  phases  of  research,  problem  definition,  idea  generation,  prototyping,  testing  
and  implementation.    As  an  educational  institution,  developing,  promoting  and  
teaching  a  human-­‐centred  design  approach,  the  d.school  model  emphasises  
empathy  with  users  and  co-­‐designers  –  something  which  the  Design  Council  
model  can  include  but  does  not  specify  directly  within  the  framework  (built  as  it  
is  from  the  study  of  work  across  different  companies  with  particular  
approaches).  
  
                                                                                                            
10
  See  also  https://www.ideo.com/about/  for  more  details  (Accessed:  3  December  2015).  
11
  IDEO  founder  David  Kelley  was  instrumental  to  the  creation  of  Stanford  University’s  cross-­‐disciplinary  Hass  Plattner  
Institute  of  Design  –  or  ‘d.school’.      
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Another  example  from  a  more  academic  base  is  the  model  developed  by  the  
Design  Against  Crime  Research  Centre  at  the  University  of  the  Arts,  London.    
Their  more  extended  design  process  model  is  roughly  presented  as  a  nine-­‐stage  
process:  ‘think,  scope,  research,  observe,  co-­‐create  design  brief,  critique,  realise  
prototypes,  implement  &  test,  evaluate’.    It  is  also  simplified  as:  ‘scope  and  
consult,  research  and  create,  create  and  consult,  create  and  test’  (Design  Against  
Crime,  no  date).    As  a  research  centre  exploring  and  promoting  socially-­‐
responsive  design  practice,  their  model  has  been  built  on  practice-­‐led  research,  
and  considers  the  inclusion  of  communities  and  individuals  as  co-­‐designers.    Thus  
their  model  incorporates  co-­‐design  as  a  central  strand.      
  
Researchers  and  consultants  Elizabeth  Sanders  and  Pieter  Jan  Stappers  (Sanders,  
2006;  Sanders  and  Stappers,  2014,  2008)  have  drawn  attention  to  how  the  need  
for,  and  the  intention  to  develop,  more  meaningful  or  resilient  products  and  
services,  pushes  design  work  to  the  early  stages,  or  the  ‘fuzzy  front  end’  of  the  
entire  design  process.    The  fuzzy  front  end  is  ‘fuzzy’  because  it  is  the  space  for  
exploring  the  problem,  which  may  be  ill-­‐defined.    In  traditional  product  
development  processes,  this  stage  would  be  seen  as  ‘pre-­‐design’,  where  
research  and  development  activities  were  carried  out,  but  were  not  seen  as  a  
design  phase.    This  has  now  changed,  with  the  involvement  of  users  or  clients  as  
co-­‐designers,  working  together  not  only  to  design  a  final  outcome  but  to  design  
the  terms  of  the  problem  from  the  outset.  
  
Sanders  and  Stappers  (2014)  designate  approximately  four  stages  of  the  overall  
design  process,  which  are  not  necessarily  linear,  but  have  cycles  within  them.    
The  four  stages  are:  pre-­‐design,  generative,  evaluative  and  post-­‐design.    The  
diagram  below  (Figure  2)  is  a  re-­‐drawn  version  of  their  ‘squiggle  diagram’,  which  
indicates  the  ‘messiness’  of  the  design  exploration  which  takes  place  across  the  
design  phases.    The  black  dot  in  the  ‘squiggle’  is  indicative  of  the  defining  of  the  
‘design  opportunity’,  with  the  black  dot  at  the  right  hand  side  indicative  of  the  
point  at  which  the  ‘product’  has  been  brought  to  market,  or  made  public  in  some  
other  way.    
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Figure  2:  A  version  of  Sanders  and  Stappers  ‘squiggle  diagram’  indicating  four  phases  of  the  
design  process    
  
The  authors  deliberately  extend  the  ‘tails’  at  either  end  of  the  process,  
suggesting  that  insights  gained  and  methods  developed  may  be  taken  forward  to  
future  projects,  or  indeed  become  the  basis  for  new  product  or  service  design  
processes.    In  the  diagram  above,  different  configurations  of  floating  circles  have  
been  added  at  either  end.    These  have  been  included  to  indicate  the  different  
perspectives  or  ‘worldviews’  of  those  people  involved  in  the  design  process.12    
The  worldviews  brought  by  people  to  the  design  process  may  be  numerous  and  
even  conflicting.    They  may  also  be  changed  as  a  result  of  engaging  in  the  
process,  resulting  in  new  perspectives  being  taken  forward  to  future  work.  
  
Models  or  representations  of  the  design  process  are  useful  as  a  way  of  trying  to  
communicate  the  numerous  different  phases  that  are  involved  across  a  design  
process  as  a  whole,  even  if  in  some  cases  they  struggle  to  visualise  the  non-­‐linear  
and  cyclical  nature  of  design.    What  they  do  show  is  that  types  of  thinking  and  
doing  have  to  shift  at  different  points,  due  to  the  nature  of  how  the  design  space  
is  explored.    The  focus  on  divergent  and  convergent  thinking  at  different  points  
                                                                                                            
12
  A  worldview  or  ‘Weltanschauung’  is  a  ‘general  view  of  the  universe  and  man’s  place  in  it  which  affects  one’s  conduct’  
(Inwood,  2005a,  p.  956).    As  anthropologist  Paul  Hiebert  notes,  ‘worldview’  can  be  loosely  defined  as    ‘the  foundational  
cognitive,  affective,  and  evaluative  assumptions  and  frameworks  a  group  of  people  makes  about  the  nature  of  reality  
which  they  use  to  order  their  lives’  (Hiebert,  2008,  pp.  25–26).    Hiebert  also  cites  cultural  anthropologist  Clifford  Geertz,  
who  suggested  that  worldviews  are  ‘models  of  reality  –  they  describe  and  explain  the  nature  of  things  –  and  models  for  
action  –  they  provide  us  with  the  mental  blueprints  that  guide  our  behaviour’  (ibid.,  p.  28).  
Pre-design Generative Evaluative Post-design
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within  the  Design  Council  Double  Diamond  for  example,  despite  being  an  
oversimplification,  nevertheless  underlines  the  need  for  being  open  to  continued  
extension  of  concepts  and  ideas  at  certain  points,  whilst  acknowledging  the  need  
to  reflect  and  re-­‐consider  the  inevitable  constraints  at  others.      
  
Design	  Methods	  
The  level  of  a  process  model  as  a  heuristic  device  gives  the  headlines  of  design  as  
a  methodological  approach,  but  it  does  not  colour  in  all  of  the  detail  as  to  how  
designing  differs  from  other  forms  of  research  and  development  (except  for  
perhaps  emphasising  human-­‐centred  approaches,  or  iteration  as  a  value,  for  
example).    How  design  contributes  to  innovation  can  also  be  discussed  with  
reference  to  the  ‘designerly  methods’  which  may  differ  from  other  ways  of  
‘making  sense’  of  complex  problems.    Design  researcher  Nigel  Cross  (2007a)  
outlines  what  he  believes  to  be  characteristic  of  ‘designerly  ways  of  knowing’:  
  
Essentially,  we  can  say  that  designerly  ways  of  knowing  rest  on  the  
manipulation  of  non-­‐verbal  codes  in  the  materials  culture;  these  codes  
translate  ‘messages’  either  way  between  concrete  objects  and  abstract  
requirements;  they  facilitate  the  constructive,  solution-­‐focused  thinking  
of  the  designer,  in  the  same  way  that  other  (e.g.  verbal  and  numerical)  
codes  facilitate  analytic,  problem-­‐focused  thinking;  they  are  probably  the  
most  effective  means  of  tackling  the  characteristically  ill-­‐defined  
problems  of  planning,  designing  and  inventing  new  things  (Cross,  2007a,  
p.  27).  
  
By  ‘non-­‐verbal  codes’  Cross  is  indicating  the  alternative  to  verbal/written  or  
numerical  ‘languages’  which  are  predominantly  used  within  either  the  
humanities  or  sciences.    ‘Non-­‐verbal  codes’  include  visual  ways  of  thinking,  and  
are  manifested  in  visual  methods  such  as  drawing,  sketching  and  other  forms  of  
image-­‐making.    In  addition,  object-­‐based  codes  or  languages  are  manifested  in  
methods  that  involve  the  construction  of  objects  and  other  representations.    
These  serve  to  materialise  abstract  ideas  and  concepts.    It  is  argued  therefore  
that  this  ‘material  thinking’  (Carter,  2004),  as  a  praxical  approach,  helps  
designers  (and  those  involved  in  design)  to  make  sense  of  complex  situations.    
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Bruce  Archer  (1979,  p.  20)  also  states  that  ‘design  activity…  operates  through  a  
medium,  called  modelling,  that  is  comparable  with  but  different  from  language  
and  notation’,  and  that  this  modelling  is  expressed  through  ‘sketching,  drawing,  
construction,  acting  out  and  so  on’.      A  model  is  described  by  Archer  (ibid.)  as  a  
‘representation  of  something’:  the  way  in  which  people  ‘capture,  analyse,  
explore  and  transmit’  their  ideas.    These  activities  of  modelling  are  ‘fundamental  
to  thought  and  reasoning’  (ibid.,  p  18).    In  Archer’s  thesis,  the  capacity  for  
cognitive  modelling,  carried  by  all  humans,  is  particularly  exemplified  and  honed  
in  activities  such  as  sketching,  constructing,  and  acting  things  out  (et  cetera),  
which  form  the  basis  of  design  activity.    The  design  process  thus  utilises  the  
development  and  expression  of  ‘non-­‐verbal  codes’  and  the  medium  of  
‘modelling’  (in  addition  to  verbal,  written  and  numerical  languages),  as  a  means  
of  making  sense  of  ill-­‐defined  problem  situations.  
  
A  design  method  –  Prototyping  
Design  researcher  Pieter  Jan  Stappers  (2013)  positions  the  design  and  
development  of  prototypes  as  a  ‘central  vein  in  knowledge  development’  within  
design.    Discussing  the  widespread  belief  in  ‘research’  and  ‘design’  as  being  two  
different  worlds,  Stappers  outlines  that  the  act  of  prototyping  is  commonly  used  
as  a  research  tool,  both  within  industry  and  academia.    He  outlines  two  
approaches  to  research,  both  of  which  use  prototypes.    The  first  is  a  hypothesis-­‐
testing  approach,  where  a  preconceived  idea  is  operationalized  through  the  
building  and  testing  of  a  prototype.    This  is  a  part  of  a  ‘classic  research  cycle’  
where  a  prototype  is  ‘translated  into  a  stimulus’  (ibid.,  p.  87).    The  second  is  an  
approach  to  ‘reflecting  on  open-­‐ended  exploration’  (ibid.).    Here  the  creative  
process  –  prototyping  –  leads  the  research  journey:  the  devising  of  the  prototype  
generates  insights  which  are  then  manifested  in  different  iterations.    The  act  of  
designing  in  this  second  approach  is  exploratory  –  occurring  at  a  much  earlier  
stage.    Figure  3  below  gives  an  indication  of  where  exploratory  (blue  oval),  versus  
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more  traditional  ‘hypothesis-­‐testing’  (red  oval)  prototyping  might  sit  in  relation  
to  the  design  process  cycle.      
  
  
Figure  3:  Two  different  phases  and  aims  of  prototyping    
Blue  indicates  exploratory  prototyping  to  make  sense  of  and  frame  the  design  space;  red  
indicates  more  traditional  prototyping  to  refine  and  finalise  specifications  (whether  material  or  
immaterial).13  
  
Houde  and  Hill  (1997,  p.  367)  note  that  prototypes  are  for  ‘expressing’  and  
‘exploring’  designs  and  that  they  represent  ‘different  states  of  evolving  designs’.    
How  you  communicate  the  ‘limited  purpose’  of  the  prototype  to  ‘various  
audiences’  is  critical  –  as  not  everyone  has  design  expertise  or  is  acquainted  with  
looking  at  rough  versions  –  these  can  be  confused  for  the  finished  thing:      
  
Prototypes  themselves  do  not  necessarily  communicate  their  purpose.    It  
is  especially  important  to  clarify  what  is  and  what  is  not  addressed  by  a  
prototype  when  presenting  it  to  any  audience  beyond  the  immediate  
design  team  (Houde  and  Hill,  1997,  p.  380).  
  
This  suggests  that  the  communicative  aims  and  function  of  prototyping  changes  
throughout  the  different  stages  of  the  design  process.    It  also  highlights  another  
important  element  of  an  object,  such  as  a  prototype.    Although  it  may  embody  
ideas  and  thought  processes,  it  does  not  necessarily  have  the  capacity  to  
communicate  these  to  other  people,  on  its  own.    As  with  the  display  of  objects  in  
                                                                                                            
13
  Within  their  diagram,  Sanders  and  Stappers  (2014)  place  prototyping  within  the  later  generative  and  evaluative  stages  
of  design.    This  is  because,  within  the  2014  paper,  it  is  treated  as  one  method  amongst  three:  they  also  focus  on  design  
probes  and  toolkits,  as  approaches  to  making  in  co-­‐designing.    This  thesis  is  making  the  argument  that  prototyping  is  a  
strategic  activity  which  can  and  does  take  place  at  different  phases  of  the  design  process,  but  with  different  aims.  
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a  museum,  interpretive  support  may  be  needed  so  that  perceived  significance  
can  be  shared.  
      
Innovation  consultant  Michael  Schrage  (2013),  also  differentiates  the  different  
qualities  of  prototyping,  particularly  with  reference  to  a  tool  for  organisational  
innovation.    He  describes  prototypes  as  hypotheses,  marketplaces  and  
playgrounds.    The  prototype  as  hypothesis  designation  is  similar  to  Stappers’  first  
approach:  a  manifestation  of  a  particular  idea,  created  in  order  to  test  a  pre-­‐
given  hypothesis.    This  can  be  well  or  less  well  defined,  but  something  concrete  
is  being  tested.    Nigel  Cross  (following  Lionel  March,  in  Cross,  2011,  p.  27)  notes  
however  that  a  design  hypothesis  is  not  the  same  as  a  scientific  hypothesis  in  
that  science  is  the  investigation  of  the  world  as  it  is:  design  is  concerned  with  
constructing  new  things  –  the  world  as  it  could  be.    Schrage  (2013)  makes  this  
clear:  
  
Calling  a  prototype  a  hypothesis  means  that  prototypes  are  educated  
guesses  about  the  future  –  the  future  of  how  the  prototype  might  
perform,  the  future  of  how  potential  users  might  react  to  it,  the  future  of  
how  it  might  be  produced  or  manufactured…  The  prototype  describes  a  
potential  future  worth  testing…  The  prototype  embodies  the  design  
hypotheses  to  be  tested    (Schrage,  2013,  p.  22).  
  
In  this  way,  Schrage  indicates  that  the  prototype  is  not  validation  of  a  hypothesis,  
but  a  manifestation  of  a  design  idea,  indicating  the  potential  that  might  be  
offered  by  its  continued  development.    The  act  of  manifestation  is  central  to  
enabling  understanding  to  emerge,  and  further  action  to  be  taken.    Prototyping  
is  an  iterative  process.    As  Lim,  Stolterman  and  Tenenberg  (2008)  outline,  
prototypes  are  both  ‘filters’  and  ‘manifestations’.      They  do  not  embody  every  
attribute  that  a  final  product,  service  or  experience  might  include,  but  are  
selective:  they  focus  on  (or  ‘filter’)  particular  qualities,  materials,  functions,  or  
interactions,  in  order  to  test  one  part,  whilst  suspending  the  details  of  the  whole.    
The  authors  (Lim  et  al.,  2008,  p.  7)  argue  that  a  prototype  is  ‘an  incomplete  
portrayal  of  a  design  idea’  thus  it  does  not  prove  the  design  hypothesis,  but  
offers  a  space  to  evaluate  whether  to  continue  an  exploration  in  a  particular  
   60  
  
direction  –  or  to  continue  work  in  another  area.    The  benefit  of  considering  a  
prototype  as  a  hypothesis  is  in  the  recognition  that  manifesting  the  idea  helps  to  
‘prove’  whether  the  idea  has  merit,  perhaps  even  in  unexpected  ways.  
  
The  prototype  as  marketplace  metaphor  indicates  that  prototyping  creates  a  
space  for  the  exploration,  construction  and  reflection  of  value  and  values.    When  
turning  ideas  into  concrete  manifestations  –  in  whatever  form  –  they  embody  
the  choice  of  certain  aspects  over  others,  and  they  embody  the  particular  values  
of  whatever  proposition  is  being  made.    In  having  something  tangible  to  refer  to  
(even  if  this  is  an  intangible  experience),  the  opportunity  emerges  to  evaluate  
and  negotiate  which  values  are  most  important,  for  this  situation,  at  this  time,  
according  to  those  involved.      
  
In  bringing  up  the  evaluation  of  a  prototype,  at  whatever  level  it  is  created,  we  
turn  to  Schrage’s  (2013)  key  point:  that  prototypes  are  ways  of  ‘crafting  
interactions’.    In  his  seminal  text,  ‘Serious  Play’  (Schrage,  2000,  p.  xv),  he  notes  
that  what  prototypes  (models,  simulations)  offer  is  a  ‘shared  space  of  
communication’.    Schrage  indicates  how  prototypes  become  vehicles  for  
communication  between  different  people:  they  offer  a  concrete  reference  point  
around  which  people  can  offer  reflection  and  feedback.    This  is  a  collaborative  
model  of  communication  where  interaction  around  prototypes  creates  more  
dynamic  and  effective  conversations  and  development  than  conversation  alone  
(cf.  Hanington,  2006;  Houde  and  Hill,  1997;  Kyng,  1995).    But  the  act  of  
prototyping  is  also  a  way  in  which  the  designer  crafts  interactions  between  the  
different  elements  of  the  problem  situation  or  design  space  in  which  they  are  
working.    Prototyping  is  a  means  of  ‘traversing  the  design  space’  (Lim  et  al.,  
2008),  of  exploring  the  boundaries  of  the  situation,  and  choosing  amongst  
alternative  variables  to  be  taken  forward.    Thus  the  crafting  of  interactions  is  
methodological,  material  and  social:  a  way  of  proceeding,  through  combining  
and  recombining  material  and  immaterial  elements,  that  has  the  capacity  to  
leverage  and  stimulate  social  interaction  for  the  purpose  of  innovation.      
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Schrage  (2013)  suggests  that  central  to  the  success  of  prototyping  is  the  third  
approach  mentioned  above:  the  prototype  as  playground.    He  is  concerned  with  
innovation,  and  how  this  is  managed  within  organisations.    Thus  prototype  as  
playground  offers  a  metaphor  for  safely  bringing  risk  into  the  innovation  process.    
Many  companies  are  reticent  to  let  go  of  ‘serious  and  sophisticated  analysis’  
(ibid.,  p.26)  and  engage  in  a  playful  suspension  of  normal  ways  of  working.    His  
argument  is  that  that  central  to  play  are  the  notions  of  uncertainty  and  
unpredictability,  and  that  serendipity  and  surprise  are  needed  for  encouraging  
radical  innovation.  This  means  that  prototyping  becomes  key  to  the  innovation  
process,  right  at  the  outset,  before  any  final  decisions  have  been  made.    Play  is  
necessary  to  suspend  everyday  distractions  and  limitations,  in  order  for  new  
insights  to  be  allowed  to  emerge.    It  is  necessary  to  allow  people  to  consider  
what  could  be  seen  as  ‘outrageous’  or  what  Verganti  and  Öberg  (2013)  call  
‘outlandish’  ideas,  that  may  lead  to  radical  innovation.    Prototyping  as  play,  as  a  
safe  way  to  explore  risk,  is  how  Schrage  elevates  prototyping  from  being  a  
method  for  design,  to  the  level  of  an  innovation  strategy  (the  methodological  
level  of  the  design  process  mentioned  above).      
  
Prototyping	  at	  different	  phases	  of	  the	  design	  process	  
  
From  the  discussion  above,  we  can  suggest  that  prototyping  can  be  seen  as  a  
strategy  for  designing  overall,  as  well  as  being  the  implementation  of  different  
types  of  method  used  throughout  the  design  process  for  different  purposes:  for  
open-­‐ended  exploration;  for  hypothesis-­‐testing;  and  for  exposing  and  
communicating  ideas  at  different  parts  of  the  design  process.    Figure  4  places  
each  of  these  different  prototyping  approaches,  roughly  positioned  within  the  
different  phases  of  the  design  process  (pre-­‐design,  generative,  evaluative  and  
post-­‐design).  
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Figure  4:  Different  stages  and  aims  of  prototyping  across  the  design  process      
  
The  prototyping  process  also  becomes  a  catalyst  for  cycles  of  reflection  (whether  
individual  or  collective),  which  feedback  into  further  iterations.    These  are  not  
discrete  phases  –  they  interact  along  a  design  process  in  cycles  as  ideas,  
concepts  and  products  get  developed  towards  completion  and  implementation.    
Figure  4  situates  periods  of  reflection  (on-­‐action)  between  the  different  
prototyping  phases,  yet  the  arrows  that  move  between  the  upper  and  lower  
parts  of  the  visualisation  also  suggest  reflection-­‐in-­‐action  (Schön,  1983).    These  
stages  of  prototyping  are  not  linear,  but  can  occur  at  different  times,  in  cycles,  
throughout.      
  
However,  within  different  phases  of  the  design  process  (i.e.  pre-­‐design,  
generative,  evaluative  or  post-­‐design),  certain  approaches  may  be  more  likely  to  
be  of  use  than  others,  and  different  considerations  may  need  to  be  taken,  
depending  on  the  audiences  involved.    Open-­‐ended  prototyping,  for  example,  
may  be  more  likely  in  the  earlier  stages  of  the  design  process,  where  it  is  used  to  
explore  the  design  problem,  creating  different  prototypes  to  question  and  think  
through  various  elements  in  the  design  context.    Exposing  and  communicating  in  
this  early  phase  might  involve  working  with  those  more  directly  involved  in  the  
design  process,  whereas  the  communicative  function  of  prototypes  in  the  latter  
phases  may  need  to  be  clearer,  to  expose  ideas  to  those  less  familiar  with  the  
trajectory  of  design.    This  visualisation  is  not  intended  to  be  an  exact  
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representation  of  how  prototyping  proceeds  in  every  case,  but  seeks  to  make  
sense  of  the  nature  of  prototyping,  in  its  different  facets,  as  an  approach  that  
drives  the  design  process.  
	  
Four	  perspectives	  on	  the	  design	  process	  
This  chapter  has  sought  to  open  out  design  using  Kees  Dorst’s  (2008)  four  
aspects  that  comprise  a  complex  human  endeavour:  actors;  context;  problem;  
and  process.    In  a  complementary  way,  Sanders  and  Stappers  (2014)  offer  four  
elements  that  help  to  understand  and  differentiate  orientations  towards  the  
design  process:  mindset,  intent,  approach  and  focus   in  t ime.    Each  of  
these  elements  is  connected  to  the  worldview  of  those  involved  in  the  design  
process:  their  model  of  reality  that  also  provides  a  model  for  action  (Hiebert,  
2008).  
  
Within  any  particular  design  space,  or  situation  within  which  designing  takes  
place,  different  factors  shape  how  design  proceeds.    The  mindset  of  designers  
is  described  by  the  authors  as  adopting  a  position  of  ‘designing  for’,  or  ‘designing  
with’.    Those  who  design  for  people,  adopt  a  more  top-­‐down  approach,  with  
people  conceptualised  as  ‘users’  or  recipients  of  designed  products.    They  may  
also  be  brought  in  at  different  points  to  evaluate  design  proposals.    Those  who  
design  with  people,  see  people  more  as  partners  in  the  process  (i.e.  co-­‐design  
approaches,  Scandinavian  participatory  design).    This  is  a  belief  in  how  people  
can  contribute  meaningfully  when  offered  the  opportunity  to  participate  on  their  
own  terms  –  bringing  the  context  of  design  more  fully  into  view.  
  
The  intent  of  design  is  described  as  one  of  at  least  three  variations:  provoking,  
engaging  and  serving.    Provoking  as  an  intent  is  characterised  by  areas  of  design  
activity  such  as  design  fictions  or  critical  design:  where  the  design  provokes  a  
reaction,  asking  people  to  think  about  the  consequences  of  design  activity  and  
the  values  which  underpin  it.    Engaging  focuses  more  on  the  experience  of  
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design:  designers  concentrate  on  what  it  means  to  engage  people,  and  what  this  
experience  will  be  like  (the  authors  cite  user-­‐centred  design  and  embodied  
interaction  as  examples).  Serving  is  exemplified  by  the  increase  in  service  design  
as  an  emerging  design  area,  as  well  as  more  socially  motivated  design  projects  
which  involve  people  as  codesigners.      
  
The  elements  of  mindset  and  intent  overlap,  for  example  in  that  within  service  
design,  people  can  be  conceptualised  as  codesigners  to  a  greater  or  lesser  
extent,  depending  on  the  project  in  question.    Critical  design  is  more  
provocative,  and  although  future  users  are  considered,  the  purpose  of  this  
design  activity  is  not  to  bring  in  people  as  codesigners,  but  to  critically  reflect  on  
design,  its  consequences  and  how  it  affects  our  lives  in  different  ways.  14  
  
Sanders  and  Stappers  outline  the  approach  taken  in  design  across  three  forms  
of  making,  which  are  used  increasingly  within  codesign  processes:  probes,  
toolkits  and  prototypes.    For  this  research,  the  form  of  making  itself  is  of  less  
importance  than  the  notion  of  ‘material  thinking’,  the  use  of  ‘non-­‐verbal  codes’,  
or  making  as  a  design-­‐led  approach  overall.    Whether  this  involves  the  creation  
of  cultural  probes  to  elicit  user  responses  (Gaver  et  al.,  1999),  the  use  of  specially  
designed  toolkits  that  allow  codesigner  interaction,  or  the  manifestation  of  all  
levels  of  prototypes,  what  is  vital  is  to  acknowledge  that  there  is  a  particular  
approach  to  be  identified,  and  that  this  is  arguably  embodied  in  a  form  of  making  
(whether  material  or  immaterial).    When  time  is  taken  to  identify  what  the  
approach  is,  what  kind  of  mindset  and  intent  drive  it,  and  how  this  reveals  the  
aims,  purposes  and  values  of  designing,  this  helps  to  broaden  out  the  design  
process  as  something  beyond  mere  technical  development,  and  awakens  us  to  
the  intellectual,  ideological,  cultural,  social  and  personal  nature  of  design  activity.    
Making  these  distinctions  brings  nuance  to  our  understandings  of  design,  with  
                                                                                                            
14
  Communication  is  also  an  issue  here.    The  same  notions  of  mindset  and  intent  can  be  brought  in.    For  example,  are  we  
communicating  to  people,  or  with  them?    Are  we  trying  to  engage  with  people,  provide  a  service  or  provoke  a  response  –  
and  which  of  these  is  appropriate  in  different  settings  and  for  different  audiences.    Top-­‐down  approaches  to  
communication  (transmission  models  -­‐  particularly  within  museums)  are  being  eschewed  in  favour  of  the  development  of  
more  conversational  approaches  (Hooper-­‐Greenhill,  2011).    This  is  an  attempt  to  reposition  the  power  and  bring  in  more  
participatory  approaches  that  resonate  with  current  cultural  shifts.    This  will  be  elaborated  briefly  in  the  next  chapter.  
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the  aim  that  the  complexity  of  designing  and  the  contexts  in  which  it  operates,  
are  communicated.    
  
The  final  perspective  that  Sanders  and  Stappers  bring  to  the  role  of  making  in  
design  is  the  particular  focus   in  t ime  which  design  has,  whether  present,  near  
future,  or  the  speculative  future.    Again  these  elements  resonate  and  reflect  in  
the  other  three.    For  example,  design  fictions  and  critical  design  can  be  used  to  
imagine  the  near  or  speculative  future,  whereas  service  design  may  focus  more  
commonly  on  changing  the  present.    Acknowledging  the  different  temporal  focus  
which  design  can  consider  only  adds  currency  to  the  notion  that  design  has  now  
gone  well  beyond  the  styling  of  commercial  products,  and  approaches  rooted  in  
making  are  now  extended  to  imagining  what  our  future  world  might  be,  but  
without  the  Utopian  dimension  brought  to  more  modern  equivalents.      
  
The  visualisation  below  (Figure  5)  brings  together  these  four  perspectives  on  the  
design  process  (mindset,  intent,  approach  and  temporal  focus),  with  a  view  to  
considering  how  these  interact  in  and  affect  the  exploration  of  the  design  space.    
The  visualisation  indicates  that  in  the  examination  of  any  area  of  design,  it  may  
be  useful  to  bring  in  analysis  of  all  or  any  of  these  four  elements,  in  order  to  
understand  the  different  dimensions  which  shape  design  activity.    Making  these  
explicit,  may  also  have  the  potential  as  an  educational  tool,  to  help  designers  
reflect  upon  the  ways  in  which  they  approach  the  design  task,  how  they  are  
framing  the  task  in  hand,  and  how  else  they  could  potentially  explore  the  design  
space,  in  order  to  create  new  situations,  products  or  experiences.    The  
visualisation  will  be  explored  again,  in  subsequent  chapters  of  this  thesis,  in  
relation  to  its  use  in  thinking  through  mediation  and  communication  in  museum  
and  gallery  environments.  
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Figure  5:  A  visualisation  of  four  perspectives  that  can  be  brought  to  analysing  the  design  space      
(WHY)
(HOW)
(WHAT/HOW) (WHEN)
Intent/
purpose
Approach
Mindest Focus in time
experience, entertainment, service, 
innovation, transformation, sustainability, 
provocation, wellbeing, engagement, 
potential, enjoyment...
of/through/for/with past/present/near future/ 
speculative future
ORGANISATIONAL CONTEXT
WIDER CULTURAL/ SOCIAL CONTEXT
ECOSYSTEM
DESIGN SPACE
   67  
  
  
Before  moving  on  to  the  next  chapter,  it  is  necessary  to  first  turn  to  the  concept  
of  innovation.    Although  it  has  emerged  a  number  of  times  in  the  discussion  
above,  the  thesis  has  yet  to  explicitly  address  innovation.    The  section  below  
outlines  different  facets  of  the  term,  addressing  the  multiple  interpretations  that  
exist  across  and  within  disciplines.    This  fluid  territory  is  a  key  aspect  of  the  
challenge  in  developing  exhibitions  that  seek  to  communicate  design  in  terms  of  
this  value.    It  is  also  part  of  the  rationale  for  a  continued  exploration  of  
innovation,  through  the  research  approach  adopted  for  this  thesis.    
  
Section	  2:	  Innovation	  -­‐	  the	  relationship	  with	  design	  
  
There  is  an  increasing  use  of  the  term  innovation,  particularly  by  ‘European,  
regional  and  national  governments’  which  design  researcher  Marzia  Mortati  
suggests  ‘characterizes  the  twenty-­‐first  century  by  defining  a  society  that  
constantly  struggles  to  cope  with  change  and  large-­‐scale  transformations’  
(Mortati,  2015,  p.  5).    Mortati  (2015)  argues  that  although  hard  statistical  
evidence  for  design’s  value  in  innovation  processes  is  still  lacking,  there  is  an  
increasing  desire  to  make  the  argument  for  this  value  clear,  due  to  the  pressing  
need  for  social,  civic,  cultural  and  economic  regeneration,  in  particular  since  the  
start  of  the  2008  global  financial  crisis.    For  this  research,  the  framing  of  design  
as  a  process  of  innovation  is  linked  to  its  ostensible  value  for  stimulating  cultural  
change  (through,  for  example,  the  development  of  new  organisational  concepts,  
such  as  a  new  design  museum).    It  is  necessary  therefore  to  examine  concepts  of  
innovation,  and  consider  the  different  values  assigned  to  design.    
	  
Background	  and	  Definitions	  	  
The  different  epistemological  orientations  and  contexts  in  which  innovation  is  
sought  lead  to  a  number  of  possible  ways  in  which  it  can  be  conceptualised.    
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Hobday,  Boddington  and  Grantham  (2011)  give  a  brief  overview  of  the  rise  of  
innovation  studies  as  a  field,  suggesting  that:  
  
It  began  as  science  and  technology  policy  studies  and  now  overlaps  
considerably  with  evolutionary  and  institutional  economics,  as  well  as  
energy,  environmental,  management  and  organizational  studies  (Hobday  
et  al.,  2011,  p.  7).  
  
With  origins  in  science  and  technological  development,  the  study  of  the  role  of  
innovation  has  now  come  to  be  associated  with  many  other  areas,  in  particular  
the  management  of  innovation  across  a  whole  spectrum  of  business  activities.    
The  shift  in  the  UK  from  an  economic  base  in  manufacturing  to  a  service  
economy  has  underlined  the  requirement  to  renew  conceptions  of  innovation  in  
different  contexts  beyond  the  technological  (Lord  Sainsbury  of  Turville,  2007;  
Nesta,  2009;  The  Royal  Society,  2009).    The  belief  in  the  vital  role  of  innovation  
for  stimulating  economic  growth,  at  various  levels  of  business  or  society  as  a  
whole  (Design  Council,  2015;  Innovate  UK,  2015;  Nesta,  2009),  makes  it  a  prime  
concern  for  government  policy.    
  
A  key  definition  of  innovation  as  a  process  is  from  the  influential  Cox  Review  of  
Creativity  in  Business  (2005),  which  states  that  innovation  is,    
  
the  successful  exploitation  of  new  ideas.    It  is  the  process  that  carries  
them  through  to  new  products,  new  services,  new  ways  of  running  the  
business  or  even  new  ways  of  doing  business    (Cox,  2005,  p.  2).  
  
It  is  thus  initially  framed  as  an  economic  concept  (Mortati,  2015).    Hobday  et  al.  
(2011)  also  reflect  the  element  of  ‘exploitation’  in  their  definition,  as  the  
perspective  from  innovation  studies:    
  
In  innovation  studies,  innovation  has  traditionally  been  defined  as  the  
successful  introduction  of  a  new  or  improved  product,  process,  or  service  
to  the  world  or  marketplace  (Hobday  et  al.,  2011,  p.  6).  
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At  a  generic  level,  innovation  researchers  Tidd,  Bessant  and  Pavitt  (2005)  give  a  
broad  definition  of  innovation,  also  suggesting  the  requirement  for  
implementation:    
  
We  suggest  that  innovation  is  a  core  process  concerned  with  renewing  
what  the  organisation  offers  (its  products  and/or  services)  and  the  ways  
in  which  it  generates  and  delivers  these  (Tidd  et  al.,  2005,  p.  40).      
  
And  they  suggest  that  this  is  the  same  for  non-­‐profit  organisations  or  in  the  
public  sector:    
  
[I]n  police  work,  in  health  care,  in  education  the  challenge  is  still  there  
and  the  role  of  innovation  still  one  of  getting  a  better  edge  to  dealing  
with  problems  of  crime,  illness  or  illiteracy  (ibid.,  p.  41).      
  
The  development  of  new  insights,  frameworks,  products  and  services,  and  
reframing  of  the  particular  ‘problem’  at  hand,  is  as  vital  for  developing  what  a  
better  health  service  might  look  like,  as  it  is  for  commercial  organisations  seeking  
competitive  advantage.      
  
Although  the  basic  dictionary  definition  of  ‘innovate’  as  making  changes  or  
renewal,  does  not  have  the  necessity  for  exploitation  built  in,15  authors  with  a  
focus  on  business  development  underline  this  aspect.    In  this  context  it  is  not  
simply  the  development  of  something  new  or  different:  this  has  to  be  taken  
forward  and  introduced  successfully  into  the  marketplace  (whatever  particular  
market  that  comprises).    In  this  respect,  management  consultant  Peter  Drucker  
(2011)  places  innovation  in  the  hands  of  the  entrepreneur:    
  
Innovation  is  the  specific  tool  of  entrepreneurs,  the  means  by  which  they  
exploit  change  as  an  opportunity  for  a  different  business  or  a  different  
service....  Entrepreneurs  need  to  search  purposefully  for  the  sources  of  
innovation,  the  changes  and  their  symptoms  that  indicate  opportunities  
for  successful  innovation  (Drucker,  2011,  p.  19).    
  
                                                                                                            
15
  Innovate  (v.)  ‘make  changes  in  something  already  existing,  as  by  introducing  new  methods,  ideas  or  products’  (Pearsall,  
1999,  p.  730).    There  is  also  a  sense  here  of  innovation  as  renewal,  from  the  Latin  ‘innovare’  to  renew  or  alter.      
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For  Drucker,  searching  for  the  sources  of  potential  innovation  points  to  a  process  
of  scoping  changes  in  the  technological,  socio-­‐cultural  milieu.    The  route  to  
successful  renewal  is  this  purposeful  examination  of  change,  in  different  contexts  
and  at  different  levels,  which  indicate  potential  avenues  for  new  propositions.      
  
Management  scholar  Bettina  von  Stamm  (2011,  p.  320)  has  suggested  that  
innovation  is  ‘more  about  a  frame  of  mind  than  a  tangible  product  or  a  new  
technology’.    This  is  a  frame  of  mind  focused  on  change,  on  ‘making  new  
connections  and  continuously  challenging  the  status  quo  -­‐  without  changing  
things  for  change's  sake’  (ibid.).    The  connection  of  design  with  innovation  may  
therefore  be  through  a  belief  in  its  capacity  as  an  ‘agent  of  change’:  ‘Design  is  
one  of  the  most  powerful  tools  at  our  disposal  to  empower  ourselves  and  other  
people  by  changing  the  way  we  live,  and  the  things  that  fill  our  lives,  for  better,  
rather  than  worse’  (Alice  Rawsthorn,  cited  in  Hargreaves,  2012,  n.p.).  
    
If  there  is  agreement  in  the  definitions  above  in  the  framing  of  innovation  as  a  
process  of  change,  then  this  suggests  that  it  is  an  activity,  something  that  people  
do,  which  has  different  stages  or  elements  that  take  it  through  to  
implementation.    In  seeing  it  as  a  process    (not  simply  the  result  of  that  process)  
it  becomes  subject  to  numerous  possible  approaches,  all  of  which  will  shape  and  
define  it  in  context.    Design,  seen  as  it  is  from  multiple  perspectives  across  
industry  and  academia,  is  therefore  attributed  with  a  number  of  different  roles  in  
the  support  and  advance  of  innovation.    
  
The	  role	  of	  design	  for	  innovation	  
The  widespread  interest  in  innovation  and  how  it  can  be  achieved  has  
encouraged  a  great  deal  of  discussion  on  the  role  of  design  (e.g.  Brown,  2009;  
Kelley,  2001;  Martin,  2009).    There  is  however,  no  firm  agreement  as  to  exactly  
how  this  role  is  defined,  and  what  is  distinctive  about  a  design  approach.    Bettina  
Von  Stamm  (2004)  has  noted  that  the  interest  in  design  as  a  ‘necessary  
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organizational  competence’  for  competitive  advantage  was  argued  for  as  early  as  
the  1980s  by  Philip  Kotler  and  Alexander  Rath  (2011/1984)  yet  its  strategic  value  
is  still  not  widely  recognized.    Von  Stamm  (2011,  p.  320)  also  suggests  at  least  
four  reasons  for  this,  including:  ‘a  lack  of  shared  understanding’  and  a  ‘confusion  
about  what  design  and  design  thinking  are’;  design  being  undertaken  in  the  firm  
by  ‘non-­‐designers’  and  thus  going  unrecognized;  the  challenge  of  communication  
across  different  groups  and  fields;  and  the  ‘educational  differences’  between  
management  and  design,  impacting  communication  between  the  two  camps.    
Mortati  (2015)  notes  that  there  is  a  tension  between  interpretations  that  focus  
on  design’s  aesthetic  value  (its  application  to  products,  service  and  
communications)  versus  its  strategic  value  (as  a  ‘systemic  approach  to  problem  
setting  and  solving’  (ibid.,  p.  7)),  leading  to  much  confusion  and  doubt.    It  bears  
outlining  some  key  positions  on  innovation  in  relation  to  design,  in  order  to  make  
sense  of  the  current  claims  being  made  for  its  role  in  innovation.      
  
Innovate  UK  (2015,  p.  5)16  describe  design  as  a  process,  outlining  that  the  role  of  
design  in  innovation  is  as  ‘a  methodology  that  can  be  applied  to  the  creation  of  
better  products  (physical  and  digital),  services,  processes  and  business  models.’    
They  utilise  the  Danish  Design  Centre’s  ‘Design  Ladder’  (Figure  6)  to  indicate  the  
steps  towards  a  strategic  level  of  design  within  an  organisation.    At  this  level,  ‘the  
key  focus  is  on  the  design  process  in  relation  to  the  company’s  business  visions  
and  its  business  areas  and  future  role  in  the  value-­‐chain’  (Danish  Design  Centre,  
2015).    Embedded  at  the  earliest  stages  of  the  process,  and  at  the  top  levels  of  
an  organisation,  means  that  design  infiltrates  the  strategic  operations  of  the  
business.    
  
                                                                                                            
16
  Innovate  UK  is  the  name  now  used  for  the  Technology  Strategy  Board.    It  is  an  executive,  non-­‐departmental  public  
body  sponsored  by  the  UK  Government  Department  for  Business,  Innovation  and  Skills.  
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Figure  6:  Danish  Design  Centre:  The  Design  Ladder      
Image:  http://ddc.dk/wp-­‐content/uploads/2015/05/Design-­‐Ladder_en.pdf  
  
  
Donald  Norman  and  Roberto  Verganti  (2014,  p.  82)  differentiate  between  the  
object  of  innovation  (of  products,  socio-­‐cultural  systems,  business  models,  
services  etc.),  the  drivers  of  innovation  (‘technologies,  markets,  design,  users  
etc.’),  or  the  intensity  of  innovation  (incremental  or  radical).    Tidd  et  al.  (2005,  
p.10)  have  also  distinguished  between  four  aspects  of  innovation,  which  they  call  
the  ‘4  Ps’:  product,  process,  position  and  paradigm.      
  
Product  innovation  includes  changes  in  the  products,  services  or  experiences  
that  the  organisation  offers.    Process  innovation  describes  a  change  in  ways  of  
doing  things,  the  way  things  are  made  or  produced,  whether  in  terms  of  new  
manufacturing  or  supply  chain  processes.    Position  innovation  describes  a  
contextual  change  -­‐  the  introduction  of  an  existing  product  into  a  new  context,  
thus  changing  its  meaning  or  significance.    Paradigm  innovation  describes  a  
wholesale  organisational  shift,  where  vision  and  values  are  challenged,  reframed  
THE DESIGN
LADDER
The Design Ladder is a tool for rating a company’s use of design. 
The Design Ladder was developed by the Danish Design Centre 
in 2001 to illustrate that companies’ use of design may take on 
a variety of forms. The Design Ladder consists of four steps.
STEP 4 
DESIGN AS STRATEGY
The designer works with the company’s owners/management 
to rethink the business concept completely or in part. 
Here, the key focus is on the design process in relation to the 
company’s business visions and its desired business areas and 
future role in the value chain.
STEP 3 
DESIGN AS PROCESS
Design is not a result but an approach that is integrated at an early 
stage in the development process. The solution is driven by the 
problem and the users and requires the involvement of a wide 
variety of skills and capacities, for example process technicians, 
materials technicians, marketing experts and administrative staff.
STEP 2
DESIGN AS FORM-GIVING
Design is viewed exclusively as the final form-giving stage, 
whether in relation to product development or graphic design. 
Many designers use the term ‘styling’ about this process. 
The task may be carried out by professional designers but is 
typically handled by people with other professional backgrounds.
STEP 1
NON-DESIGN
Design is an invisible part of, e.g., product development, 
and the task is not handled by trained designers. The solution 
is driven by the involved participants’ ideas about good function 
and aesthetic. The users’ perspective plays little or no role in the 
process.
% of companies  2003  % of companies  2007 
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and  redesigned  (Tidd  et  al.,  2005,  p.  10).17    This  connects  with  the  notion  of  
design  as  strategy  outlined  in  the  Danish  Design  Ladder  above.    Although  radical  
innovation  could  occur  across  each  of  these  four  aspects,  led  by  technological  
change  or  design,  position  and  paradigm  innovation  imply  the  probability  of  
more  radical  change:  that  of  shifting  the  meaning  of  something  into  a  different  
area  or  of  completely  changing  how  people  think  and  interpret  basic  values  
systems.      
  
The  Winter  2014  issue  of  the  American  journal  Design  Issues  focuses  specifically  
on  Design  and  Innovation,  with  a  number  of  papers  developed  from  the  fifth  
‘Designing  Pleasurable  Products  and  Interfaces’  conference,  hosted  by  
Politecnico  di  Milano  in  2011.    The  guest  editors  to  the  volume  recognise  the  
array  of  different  positions  on  the  relationship  of  design  and  innovation:  
  
Innovation  might  be  discussed  from  a  practice  versus  an  academic  
perspective;  innovation  can  be  presented  as  led  by  end-­‐users  or  as  a  
design-­‐led  process;  market-­‐driven  innovation  can  be  contrasted  with  
production-­‐driven innovation;  meaning  innovation  with  technological  
innovation;  and  radical  or  disruptive  innovation  with  incremental  or  
continuous  innovation  (Cautela  et  al.,  2014,  pp.  3–4).  
  
These  authors  outline  five  different  dichotomies  which  are  found  across  both  
popular  and  business  literatures  and  academic  discourse.    The  first  is  between  
claims  made  within  the  design  industry  itself,  heard  within  the  pages  of  such  
business  journals  as  Harvard  Business  Review  and  from  companies  such  as  IDEO  
and  Philips,  to  academic  discussion  arising  from  designers  and  researchers  
affiliated  with  universities  and  other  research  institutions  globally.    These  
different  positions  have  varying  concerns  for  either  exploring  or  promoting  
design  activity.      
  
Norman  and  Verganti  (2014,  pp.  81-­‐82)  for  example  argue  that  the  type  of  
design  research  that  supports  innovation  can  be  seen  from  at  least  two  different  
perspectives:  the  ‘advancement  of  knowledge’  and  the  ‘development  and  
                                                                                                            
17
  See  also  http://www.innovation-­‐portal.info/wp-­‐content/uploads/4Ps-­‐explanation.pdf  (Accessed:  3  December  2015).  
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application  of  theories’  versus  the  ‘improve[ment]  of  both  products  and  sales’.    
Academic  interest  in  the  field  of  design  and  its  contribution  to  innovation,  
although  often  linked  with  industry,  nevertheless  does  not  have  the  same  
commercial  imperatives.    This  makes  discussion  of  innovation  in  either  of  these  
contexts  weighted  towards  different  goals,  as  well  as  being  affected  by  different  
constraints.    The  epistemological  and  practical  dimensions  of  innovation  must  be  
considered  when  outlining  suitable  definitions.    The  discussion  and  working  
theory  of  innovation  in  this  thesis,  for  example,  although  connected  to  an  
industry  context  through  the  relationship  with  an  industry  sponsor,  is  explored  
more  from  an  academic  base  than  commercial.  
  
The  second  dichotomy  outlined  by  Cautela  et  al.  (2014)  is  between  how  
innovation  is  led:  either  by  ‘end-­‐users’  or  by  ‘design’.    This  is  a  distinction  argued  
by  Norman  and  Verganti  in  their  paper  for  the  special  issue.    Donald  Norman,  as  
an  early  proponent  of  human-­‐centred  design,  suggests  that  this  is  an  iterative  
approach  to  design,  which  although  successful  at  incremental  innovation,  does  
not  lead  to  the  radical  innovation  sought  by  companies  for  real  differentiation  
and  competitive  advantage.    Norman  and  Verganti  (2014)  suggest  that  design-­‐
led  or  ‘design-­‐driven  innovation’  moves  beyond  the  notion  of  user  needs  to  
proposing  new  meaning  (see  also  Utterback  et  al.,  2006;  Verganti,  2009;  Verganti  
and  Öberg,  2013).    The  creation  of  new  meaning  has  the  potential  for  radical  
innovation:  a  change  in  perspective  which  could  not  have  been  created  through  
answering  and  already  existing  need  as  articulated  by  current  ‘users’.      
  
Interestingly,  Tim  Brown  and  Jocelyn  Wyatt  (2010)  from  innovation  consultancy  
IDEO  argue  that  the  human-­‐centred  design  approach  used  by  the  company  can  
offer  this  radical  change,  particularly  in  contexts  of  social  innovation.    Chief  
Executive  of  UK  innovation  charity  Nesta,  Geoff  Mulgan,  (2006,  p.  146)  has  
defined  social  innovation  as  referring  to  ‘innovative  activities  and  services  that  
are  motivated  by  the  goal  of  meeting  a  social  need  and  that  are  predominantly  
diffused  through  organizations  whose  primary  purposes  are  social’.    This  does  
not  preclude  an  interest  in  commercial  activity,  but  the  focus  is  not  driven  by  
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economics  in  quite  the  same  way.    Social  innovation  operates  in  areas  of  ‘social  
challenges  which  require  systemic  solutions  that  are  grounded  in  the  client’s  or  
customer’s  needs’  (Brown  and  Wyatt,  2010,  p.  32).    Without  this  focus  on  the  
contexts  of  users  lives,  it  is  argued,  ‘solutions’  may  fail  because  they  miss  the  
opportunity  to  gain  valuable  cultural  insight,  which  is  only  available  through  
engaging  with  people  living  through  the  challenge.    Here  the  context  of  design  is  
vital  for  understanding  the  kind  of  innovation  that  is  possible  or  desirable.  
  
Design  researcher  Ezio  Manzini  (2014),  who  works  extensively  in  areas  of  social  
innovation  and  sustainability,  also  offers  a  definition  of  social  innovation:    
Social  innovation  is  a  process  of  change  emerging  from  the  creative  re-­‐
combination  of  existing  assets  (from  social  capital  to  historical  heritage,  
from  traditional  craftsmanship  to  accessible  advanced  technology),  the  
aim  of  which  is  to  achieve  socially  recognized  goals  in  a  new  way….  [I]t  is  
a  constellation  of  design  initiatives  geared  toward  making  social  
innovation  more  probable,  effective,  long-­‐lasting,  and  apt  to  spread    
(Manzini,  2014,  pp.  57–65).  
  
Manzini  offers  two  distinctions  for  social  innovation:  radical  or  incremental  (as  
noted  above)  as  well  as  top-­‐down  or  bottom-­‐up.    This  second  distinction  relates  
to  where  the  change  begins:  with  ‘experts,  decision-­‐makers,  or  political  activists’  
(ibid.)  (resulting  in  top-­‐down  approaches);  or  with  those  people  or  communities  
who  desire  the  change  (resulting  in  ‘mainly’  bottom  up  approaches).      
  
Top-­‐down  approaches  are  driven  by  ‘strategic  design’,  which  Manzini  (2014,  p.  
59)  suggests  is  a  combination  of  particular  individuals  and  teams  ‘link[ing]  up  
concrete  local  activities...with  far-­‐reaching  visions.’    This  involves  connecting  the  
vision  for  change  to  a  scaffold:  a  network  of  supporting  structures  and  ‘facilities’  
that  enable  people  to  ‘fulfil  their  potential  capabilities’  (ibid.).    In  this  way  the  
top-­‐down  approach  is  about  empowering  others  through  the  use  of  the  strategic  
capabilities,  led  by  people  with  some  degree  of  power  to  do  so.    
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Bottom-­‐up  approaches  are  driven  by  people  in  local  communities,  with  design  
being  undertaken  both  by  professional  designers  and  people  with  no  formal  
training.    In  this  respect  professional  designers  begin  to  work  in  two  different  
ways:  designing  for  these  communities  (providing  services),  or  designing  with  
them  (peer  engagement)  (Manzini,  2015,  2014;  See  also  Celaschi  et  al.,  2011;  
Sanders  and  Stappers,  2008).    The  approach  outlined  by  Brown  and  Wyatt  (2010)  
suggests  a  more  service-­‐based  design  approach,  where  professional  designers  
have  a  distinct  role  to  play  in  applying  their  expertise  to  a  problem  situation.      
  
This  may  lead  us  back  to  the  previous  distinction  between  epistemological  
positions  and  the  commercial  requirements  of  industry.    Innovation  may  be  
driven  by  particular  visions:  these  are  oriented  towards  different  needs  
(commercial,  social,  environmental),  resulting  in  disparate  approaches  and  
outcomes.    Manzini  (2014,  p.  65)  emphasises  that  hybrid  approaches  between  
top-­‐down  and  bottom  up  will  become  more  important  with  the  need  to  ‘support  
large-­‐scale  transformations’  in  a  complex  world  where  commercial  imperatives  
come  head-­‐to-­‐head  with  social  challenges.    Thus  the  distinction  between  ‘user-­‐
led’  or  ‘design-­‐led’  innovation  becomes  more  complex  than  a  binary  distinction:  
there  are  many  different  interpretations  and  places  along  this  scale,  and  indeed,  
throughout  the  different  phases  of  any  design  process.      
  
Cautela  et  al.’s  (2014)  third  dichotomy  also  includes  users,  but  in  another,  more  
distanced  way  which  underlines  the  notion  that  the  ‘user-­‐led’  perspective  is  a  
pluralistic  concept.    ‘Market-­‐driven’  innovation  responds  to  perceived  needs  and  
desires  from  an  existing  market  orientation.    Feedback  from  users  helps  to  refine  
prototypes  of  products  or  services  for  production  and  distribution.    This  is  a  
responsive  form  of  innovation,  rather  than  prospective.    What  the  authors  call  
‘production-­‐driven’  innovation  also  responds  to  improvements  in  production  
capabilities  and  could  be  interpreted  as  what  Tidd  et  al.  (2005)  describe  as  
‘process-­‐innovation’:  a  change  in  the  manufacturing  methods  or  other  forms  of  
technological  advance  which  makes  the  creation  of  new  products  and  services  
   77  
  
possible.    This  moves  innovation  processes  away  from  user-­‐needs  to  what  is  
possible  using  new  technologies.  
  
The  fourth  pairing  of  terms  delves  deeper  into  the  focus  of  technological  
innovation,  prominent  across  innovation  studies,  and  a  more  ‘design-­‐driven  
approach’  to  meaning  change,  most  notably  articulated  by  Roberto  Verganti  
(2009).    Technological  innovation  occurs  when  advances  are  made  in  the  
technology,  which  does  not  affect  the  meaning  of  products  but  affects  their  
performance  or  capabilities.    Verganti  (ibid.)  has  suggested  that  meaning-­‐driven  
innovation  is  an  approach  based  on  interpretation  of  potential  new  meanings,  
which  stems  from  close  integration  of  the  design  firm  with  wider  social  and  
cultural  contexts,  and  strategic  connections  to  external  networks.    These  
networks  provide  outside  perspectives  on  both  different  knowledge  sectors  but  
crucially  on  emerging  trends  and  potential.18    Meaning-­‐change  is  about  
proposing  new  products  and  experiences,  based  upon  an  as  yet  unrealised  
future  potential.    As  with  the  human-­‐centred  design  noted  above,  understanding  
of  diverse  socio-­‐cultural  contexts  is  required.    However,  rather  than  focussing  
directly  on  existing  user  needs,  design-­‐driven  innovation  of  meaning  ‘envisions’  
things  which  do  not  yet  exist  (Verganti  and  Öberg,  2013).    This  is  more  removed  
from  the  user  perspectives  that  are  involved  in  co-­‐design  and  participatory  
approaches.  
  
The  fifth  distinction  made  above  regarding  the  intensity  of  innovation  has  
already  been  touched  upon  across  the  other  approaches.    Radical  innovation  is  
seen  to  be  higher  risk,  but  necessary  for  leading  the  market  or  the  field  (or  
launching  into  new  markets).    Incremental  innovation  is  lower  risk,  and  a  vital  
                                                                                                            
18
  Henry  Chesbrough  (2006)  has  also  noted  the  value  of  bringing  in  outside  perspectives  in  his  theory  of  ‘Open  
Innovation’.    His  is  a  theory  of  innovation,  seeking  to  help  make  sense  of  the  different  ways  in  which  companies  can  
leverage  value.    The  ‘open’  nature  of  this  approach,  is  opposed  to  a  closed  model  of  innovation,  where  research  and  
development  is  carried  out  in-­‐house,  and  the  culture  of  innovation  does  not  look  beyond  the  boundaries  of  the  firm.    
Open  innovation  deliberately  searches  outside  to  expand  the  possible  frames  for  developing  new  concepts  and  products.    
Open  Innovation  is  not  to  be  confused  with  the  ‘open-­‐source’  development  model,  which  manifests  itself  most  clearly  in  
certain  types  of  software  development  (e.g.  the  Linux  operating  system).    Open  Innovation  is  still  geared  towards  creating  
value  for  the  firm,  whereas  the  open  source  model  has  developed  into  a  set  of  values  which  promotes  sharing,  
transparency  and  community  development  (Vaidhyanathan,  2005).    Chesbrough  is  seeking  to  expand  theories  of  
innovation  as  they  begin  to  change  in  a  more  complex  twenty-­‐first  century  cultural  milieu.      
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part  of  the  innovation  journey  as  a  whole,  as  it  refines  products  and  maintains  
customer  interest.    However,  it  does  not  lead  to  radical  changes  which  may  be  
needed  to  reach  a  greater  potential.    The  pursuit  of  radical  innovation  is  the  
focus  of  much  of  the  business  press;  however  others  argue  that  incremental  
innovation  is  the  most  common  form  (Norman  and  Verganti,  2014;  Tidd  et  al.,  
2005),  and  also  occurs  over  time,  after  radical  innovations  have  entered  the  
market.      
	  
A	  plurality	  of	  innovation	  positions	  
All  of  these  positions  exist  simultaneously  across  different  research  or  practice  
interests,  illuminating  the  plurality  of  the  design-­‐innovation  landscape.    Cautela  
et  al.  (2014,  p.  4)  suggest  that  this  marks  the  ‘situatedness’  of  design  processes:  
bringing  together  disciplinary  context,  ‘triggers’  for  innovation,  cultural,  social  
and  organisational  contexts,  as  well  as  consideration  of  the  proposed  outcomes  
of  design  activity.    It  follows  that  there  is  no  one  way  to  define  innovation,  or  
design’s  contribution  to  this  process.    In  Section  1  above,  four  elements  of  design  
process  were  outlined:  the  people,  the  context,  the  problem  and  the  process.    
Four  elements  which  shape  design  activity  were  also  considered:  mindset,  intent,  
approach  and  focus  in  time.    When  this  is  brought  together  with  the  multiple  
positions  on  innovation,  and  the  multifaceted  nature  of  the  design  process  also  
outlined,  we  can  begin  to  see  the  complexity  of  design  as  a  subject  for  study.      
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Section	  3:	  Summary	  -­‐	  pursuing	  concepts	  of	  design,	  innovation	  and	  
prototyping	  
  
This  chapter  has  examined  the  landscape  of  design,  filtering  this  through  four  
lenses:  the  many  people  involved;  the  different  types  and  layers  of  context  in  
which  it  takes  place;  the  new  ‘wicked’,  ‘ill-­‐defined’  interdisciplinary  problems  
explored;  and  the  processes  by  which  it  seeks  to  affect  change.    This  landscape  is  
complex,  with  multiple  positions  taken  by  practitioners  and  researchers  in  
competing  disciplines,  fuelled  by  the  various  concerns  of  industry  and  academia.    
Design  has  been  outlined  as  an  activity  that  is  actively  shaped  by  the  past,  
present  and  future,  and  by  both  the  epistemological  positions  people  bring  with  
them  to  the  process,  as  well  as  external  factors  within  each  context,  which  are  
constraints  to  be  examined  and  extended.    Questioning  context,  and  disrupting  
prior  assumptions  through  material  thinking  has  emerged  as  a  way  of  
conceptualising  the  design  process,  with  the  method  and  strategy  of  prototyping  
serving  as  an  approach  to  potentially  examine  how  design  contributes  to  
innovation.    This  lens  remains  at  an  abstract  level,  and  it  is  necessary  for  the  
research  to  delve  further  into  the  nature  of  prototyping,  in  order  to  understand  
the  shift  from  method  to  strategy  in  more  detail.  
  
Innovation  itself  has  been  revealed  as  a  complex  concept:  economic,  social  and  
cultural.    It  resists  oversimplification  to  a  single  context,  outcome  or  approach.    
Although  this  chapter  has  identified  connections  between  the  process  of  
designing  and  the  process  of  innovation,  it  does  not  claim  a  definitive  definition  
of  design  as  innovation.    The  myriad  positions  revealed  within  the  literature  
warrant  further  study,  and  it  is  the  task  of  the  research  to  continue  this  
exploration.    In  particular,  this  is  necessary  in  order  to  consider  the  implications  
for  the  other  conceptual  context  for  this  research  -­‐  the  emerging  design  museum  
-­‐  and  how  design,  and  its  potential  for  innovation,  can  be  shared  with  audiences  
through  the  method  of  exhibition.    
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In  terms  of  considering  the  framing,  mediation,  and  communication  of  design  
within  museums  and  galleries,  the  challenge  of  the  contemporary  design  context  
is  brought  into  focus.    Yet  the  context  of  the  museum  itself  is  also  an  assembly  of  
challenges  and  changes.    Before  examining  the  concepts  of  prototyping  and  
innovation  further,  the  next  chapter  shifts  onto  a  discussion  of  the  museum  
context  and  the  practices  of  curating  and  exhibition-­‐making  for  design.      
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Chapter	  3:	  The	  Museum	  Context,	  Curating	  and	  the	  
Exhibition	  	  	  
  
  
The  museum  is  a  key  part  of  the  contextual  environment  for  this  research,  
connected  as  it  is  to  the  industry  sponsor:  an  emerging  design  museum.    Thus  
there  is  a  responsibility  to  understand  this  context,  recognise  its  dynamic  nature,  
and  open  out  its  significance  for  the  thesis.    The  imperatives  of  learning,  
education  and  communication  within  the  museum  provide  the  setting  for  
considering  the  framing,  mediation  and  communication  of  design,  where  design  
is  conceived  as  a  deliberate  process  oriented  towards  innovation.    The  practice  
of  curating  design  is  thus  given  attention,  as  a  central  part  of  museum  activity.19  
  
Seeking  to  focus  on  the  challenge  of  making  sense  of,  and  communicating,  the  
transformations  in  design,  the  research  maintains  a  contemporary  focus,  and  
turns  its  attention  to  the  active  practice  of  curating  temporary  design  
exhibitions,  as  a  main  way  in  which  museums  communicate  with  their  audiences.    
Design  curation  is  largely  a  missing  discourse  from  the  curatorial  literature  
(Charman,  2016),  which  will  be  elaborated  below.  
  
This  chapter  will  initially  offer  an  outline  of  the  museum  context,  noting  how  the  
role  of  the  museum  in  contemporary  society  is  shifting,  particularly  in  relation  to  
how  it  conceives  its  connection  with  museum  visitors.    It  will  then  go  on  to  briefly  
introduce  the  field  of  contemporary  curatorial  practice,  noting  the  predominant  
emphasis  on  visual  art  practices  and  the  lack  of  sustained  discussion  of  design.    It  
continues  with  a  discussion  of  the  method  of  exhibition,  particularly  in  relation  to  
                                                                                                            
19
  Elements  within  the  traditional  museum  curator’s  role,  such  as  the  responsibility  for  developing  collecting  policies  and  
researching  historical  collections  are  placed  outside  the  scope  of  this  research.    There  are  a  number  of  connected  reasons  
for  this.    For  example,  the  researcher  is  not  fully  embedded  within  the  industry  sponsor,  and  although  associated  with  a  
museum,  the  emerging  nature  of  this  provides  the  opportunity  for  the  research  to  examine  the  contemporary  challenges  
that  shape  this  emergent  context.    In  addition,  the  industry  sponsor,  although  developing  galleries  of  Scottish  design  
heritage,  currently  has  no  plans  to  collect  as  an  independent  institution  –  the  ‘permanent  collection’  is  being  assembled  
from  the  V&A  London’s  extensive  Scottish  holdings,  as  well  as  from  loans  across  a  distributed  national  collection  (i.e.  from  
various  other  Scottish  museum  and  heritage  institutions).    Thus  the  collecting  policy,  and  historical  object-­‐based  research,  
as  an  aspect  of  traditional  museum  curating,  is  not  a  priority  here.    Finally,  the  research  is  responding  to  the  
transformations  in  design  and  its  role  within  innovation  in  a  contemporary  context.    Therefore  the  temporary  exhibition  
has  been  chosen  as  a  more  appropriate  site  for  investigation.      
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design,  drawing  on  examples  from  the  field.    It  then  concludes  by  bringing  
together  insights  arising  from  this  chapter  in  order  to  introduce  the  rationale  for  
the  methodological  approach  taken  for  the  research  overall.  
    
Section	  1:	  The	  museum	  in	  a	  changing	  context	  
  
Museums  are  facing  an  identity  crisis  in  the  conditions  of  transformation  that  
arguably  characterise  the  start  of  the  twenty-­‐first  century.    Their  traditional  
status  of  authority  is  in  question.    This  questioning  has  been  powered,  from  the  
latter  half  of  the  twentieth  century,  by  shifts  in  interpretive  paradigms  that  
reflect  the  constructed  nature  of  knowledge  and  the  sometimes  questionable  
practices  upon  which  some  museum  collections  were  founded  (Karp  and  Lavine,  
1991;  Macdonald,  2011a;  Preziosi  and  Farago,  2004a).      
  
Museums  must  refine  and  state  their  purpose  and  value  as  never  before.    Amid  
existential  anxiety,  and  financial  uncertainty,  they  must  also  compete  with  
multiple  opportunities  for  learning,  entertainment  and  cultural  experience  in  a  
saturated  marketplace.    The  rise  of  new  social  media  technologies  is  a  
particularly  pertinent  element  in  this  context.    In  an  increasingly  a  globalised  
world,  people  have  the  capacity  to  not  only  access,  but  create  and  contribute  to  
dizzying  arrays  of  information,  at  times  and  places  of  their  own  choosing.    How  
museums  now  choose  to  conceptualise  and  engage  with  their  audiences,  in  this  
participatory  environment,  is  a  subject  garnering  a  great  deal  of  attention  across  
the  industry  and  within  academic  discourse  (e.g.  Allen,  2004;  Axelsen,  2007;  
BritainThinks,  2013;  Combs,  1999;  Dawson  and  Jensen,  2011;  Doering,  1999;  
Falk,  2009;  Hooper-­‐Greenhill,  2011,  1994;  Kirchberg  and  Tröndle,  2012;  Simon,  
2010a,  2010b).  
  
This  section  briefly  outlines  the  significance  of  this  changed  context  for  
museums,  mainly  in  a  UK  setting.    The  focus  on  learning  and  engagement  is  
   84  
  
highlighted,  which  entails  a  shift  to  focusing  on  the  audience  or  ‘user’.    More  
specifically  it  considers  the  conditions  for  the  treatment  of  design  as  a  subject  for  
museums  and  for  museums  of  design,  due  to  the  lack  of  sustained  attention  this  
receives  across  the  literature.  
  
A	  (very)	  brief	  history	  of	  museum	  development	  (in	  the	  UK)	  
Western  museums  were  originally  created  in  the  seventeenth  century  through  
the  transformation  of  private  collections  of  artefacts  and  ‘specimens’,  into  
institutions,  which  would  reinterpret  these  objects  for  the  educational  benefit  of  
the  public  (Jordanova,  1989;  Noordegraaf,  2012;  Saumarez-­‐Smith,  1989).    
Charles  Saumarez-­‐Smith  (1989)  argues  that  the  purposeful  removal  of  objects  
from  their  context  of  use  and  production  was  an  intentional  strategy  designed  to  
turn  them  into  objects  of  study  and  contemplation.    By  the  nineteenth  century,  
educational  imperatives  were  deeply  embedded  in  the  establishment  of  
museums,  evident  in  the  development  of  the  South  Kensington  Museum  (now  
the  V&A)  following  such  events  as  the  Great  Exhibition  of  1851.    As  Saumarez-­‐
Smith  (1989)  outlines,  the  museum  was  established,  
with  a  broad  instrumental  and  utilitarian  purpose  that  it  might  be  
conducive  towards  the  education  of  public  taste  in  order  to  promote  
better  understanding  of  the  role  of  design  in  British  manufactures  
(Saumarez-­‐Smith,  1989,  p.  8).  
With  the  larger  numbers  of  people  accessing  museum  displays,  the  methods  and  
purpose  of  communication  changed  from  the  individual  interactions  of  private  
collectors  and  guests,  to  a  broader  transmission  of  knowledge  outwards  from  
the  elite  to  the  masses.    Verbal  discourse  with  peers  withdrew  in  favour  of  visual  
and  textual  indicators  of  content  and  form,  suitable  for  communicating  to  large  
numbers.    Julia  Noordegraff  (2012)  argues  how  this  was  part  of  a  wider  shift  in  
visual  culture  in  the  1800s,  which  also  included  the  development  of  visual  
merchandising  in  department  stores.    Thus  the  commercial  realm  influenced  the  
trends  in  museum  display,  and  vice  versa.  
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In  the  latter  half  of  the  twentieth  century  however,  the  displacement  of  objects  
from  the  contexts  of  use  and  the  application  of  categorizing  schemas  and  
frameworks  was  beginning  to  be  questioned.    The  categories  and  classifications  
within  early  museums  were  developed  on  frameworks  based  in  biology  and  
geology,  which  appeared  as  basic  scientific  principles.    The  now  questionable  
practice  of  eliding  evolutionary  concepts  with  cultural  differences  and  industrial  
development  remains  a  layer  within  the  development  of  museological  discourses  
(Bennett  1996),  and  serves  to  indicate  the  historically,  culturally  and  socially  
generated  nature  of  concepts  and  categories.  
Nevertheless,  although  the  epistemological  position  may  have  changed,  the  
educational  mandates  and  public  inclusivity  of  museums  remains.    However,  
there  are  wider  societal  changes  resonating  which  challenge  museums  in  the  
twenty-­‐first  century  in  new  ways.  
  
More	  recent	  developments	  
  
An  inevitable  generational  and  professional  shift  has  seen  those  trained  
to  oversee  museum  departments  in  the  mid-­‐twentieth  century,  when  the  
fostering  of  deep  collections-­‐based  expertise  encouraged  a  fiercely  
protective  attitude  towards  knowledge  and  its  uses  in  displays  and  
publications,  succeeded  by  management  practices  that  have,  according  
to  some,  rather  downgraded  the  value  placed  on  deep  object-­‐based  
scholarship  in  favor  [sic]  of  policy-­‐based  access  and  inclusion  initiatives,  
commercial  imperatives  and  a  virtual  reinvention  of  the  museum  as  an  
adjunct  of  the  leisure  industries  (Breward,  2008,  p.  84).  
  
The  museum  as  an  institution  is  not  as  steady  in  its  foundations  as  its  apparent  
historical  weight  would  suggest.    Fashion  historian  Christopher  Breward  (2008)  
indicates  this  as  a  repositioning  of  the  purpose  of  the  museum  in  response  to  
changing  social,  economic  and  indeed  political-­‐theoretical  frameworks.    The  
collections-­‐based  origins  of  the  museum  have  been  augmented,  with  the  
addition  of  other,  more  consumer-­‐focussed  activities.    Museums  become  
cultural  centres  ‘which  merge  community  outreach  and  engagement  with  
consumption  and  entertainment’  (Rectanus,  2011,  p.  384).    Art  historians  Donald  
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Preziosi  and  Claire  Farago  (2004a)  also  indicate  this  change  in  the  apparent  
nature  of  the  museum  as  an  institution:  
  
At  this  juncture,  it  is  often  difficult  to  distinguish  museum  practices  from  
the  entertainment,  tourist  and  heritage  industries;  department  stores  
and  shopping  malls;  the  art  market;  and  even  artistic  practices  (Preziosi  
and  Farago,  2004a,  p.  2).  
  
In  the  1980s  and  1990s,  changes  in  UK  funding  structures  and  a  shift  towards  
more  market-­‐dominated  ideologies  entailed  a  shift  for  museums  into  a  focus  on  
their  ‘customers’,  and  the  need  for  income  generation  (Lawley,  2003,  p.  75).    
Challenges  in  securing  adequate  funding  beyond  the  decreasing  public  provision  
means  that  museums  are  businesses  like  any  other,  developing  new  products  
and  services  in  order  to  attract  visitors  and  develop  funding  streams.    The  
cultural,  social  and  educational  remit  of  the  museum  goes  hand  in  hand  with  the  
requirement  to  balance  the  books.      
  
This  economic  reality  is  just  one  element  that  highlights  the  necessity  for  
organisations  to  innovate  to  remain  relevant  to  visitors,  and  to  navigate  the  
challenging  circumstances,  proving  value  in  tough  economic  times.    This  is  
necessary  whilst  maintaining  a  dedication  to  collecting,  preserving  and  
generating  knowledge  about  the  material  culture  of  humankind.    Although  
Breward  (2008)  outlines  a  perceived  shift  in  the  value  of  deep  object-­‐based  
scholarship,  clearly  a  distinctive  aspect  of  the  museum  is  that  objects  are  
assumed  to  play  a  major  role  in  making  sense  of  human  history  and  culture.    
Museum  studies  scholar  Sharon  Macdonald  (2011a,  p.  81)  argues  that  collecting  
is  fundamental  to  the  idea  of  the  museum,  even  if  it  is  not  an  active  part  of  
particular  museum’s  remit.    Attributing  meaning  and  value  to  objects  is  part  and  
parcel  of  the  impulse  to  collect,  which  goes  on  both  within  and  beyond  the  
museum  walls.    A  major  challenge  for  museums  in  the  twenty-­‐first  century  then,  
is  the  role  and  rise  of  digital  media,  as  well  as  recognition  of  the  immateriality  of  
practices  and  relationships  from  which  those  objects  emerge.  
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In  terms  of  a  current  definition  of  ‘a  museum’  the  International  Council  of  
Museums  (ICOM)  updated  their  description  in  2007,  which  states  that:  
  
A  museum  is  a  non-­‐profit,  permanent  institution  in  the  service  of  society  
and  its  development,  open  to  the  public,  which  acquires,  conserves,  
researches,  communicates  and  exhibits  the  tangible  and  intangible  
heritage  of  humanity  and  its  environment  for  the  purposes  of  education,  
study  and  enjoyment  (ICOM,  2007).  
  
This  definition  has  been  updated  several  times  since  the  inception  of  ICOM  in  
1946,  with  the  educational  imperative  first  outlined  in  1961.20    The  UK  Museums  
Association  (MA)  adopts  a  slightly  different  definition,  developed  in  1998:  
  
Museums  enable  people  to  explore  collections  for  inspiration,  learning  
and  enjoyment.  They  are  institutions  that  collect,  safeguard  and  make  
accessible  artefacts  and  specimens,  which  they  hold  in  trust  for  society  
(Museums  Association,  no  date).  
  
‘The  tangible  and  intangible  heritage  of  humanity  and  its  environment’  is  
contrasted  here  with  ‘collections’,  ‘artefacts’,  and  ‘specimens’.    Both  keep  the  
type  of  things  collected  broad,  with  much  room  for  interpretation.    The  online  
Merriam-­‐Webster  dictionary  (Merriam-­‐Webster.com,  no  date)  defines  ‘heritage’  
as  ‘the  traditions,  achievements,  beliefs  etc.,  that  are  part  of  a  history  of  a  group  
or  nation’.    The  full  definition  relates  to  the  etymological  origin  (Anglo-­‐French)  
‘heriter’  –  to  inherit.    This  makes  heritage:  ‘property  that  descends  to  an  heir’,  
‘something  transmitted  or  acquired  by  a  predecessor’.    This  notes  possession  as  
well  as  a  link  with  the  past.    If  we  consider  Heidegger’s  three-­‐fold  notion  of  time  
(outlined  in  Chapter  2)  as  a  simultaneous  living  with  the  past  in  the  present,  
whilst  projecting  towards  the  future,  heritage  becomes  co-­‐present  with  current  
actions  and  beliefs.    Traditions  and  beliefs  form  a  part  of  how  people  make  sense  
of  their  being-­‐in-­‐the-­‐world,  even  if  this  is  used  as  a  point  for  reflection  and  a  
move  towards  the  new.    Indeed  as  cultural  theorist  Hal  Foster  (2015a)  also  
notes:    
  
                                                                                                            
20
  See  http://archives.icom.museum/hist_def_eng.html  for  more  details  (Accessed:  2  January  2016).  
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A  central  role  of  the  museum  is  to  operate  as  a  space-­‐time  machine  in  
this  way,  to  transport  us  to  different  periods  and  cultures  –  diverse  ways  
of  perceiving,  thinking,  depicting  and  being  –  so  that  we  might  test  them  
in  relation  to  our  own  and  vice  versa,  and  perhaps  be  transformed  a  little  
in  the  process…  In  the  end,  if  museums  aren’t  places  where  different  
constellations  of  past  and  present  are  crystallised,  why  have  them  at  all?  
(Foster,  2015a,  n.p.)  
  
Heritage  in  the  museum  is  therefore  not  only  associated  with  the  material  
artefacts  of  the  past,  but  their  contemporary  significance.    Contemporary  
practices  are  also  therefore  a  part  of  this:  both  for  making  sense  of  the  present  
and  for  future  reflections  on  the  past.        
  
The  definitions  of  the  museum  above  are  also  notably  oriented  towards  the  
accessibility  of  collections  for  audiences,  which  is  a  responsibility  museums  hold  
on  behalf  of  society  as  a  whole.    Both  definitions  also  emphasise  learning  and  
enjoyment,  brought  together  in  the  same  experience  of  engaging  with  the  
museum.    Learning  within  the  museum  however,  is  seen  to  be  of  a  different  kind  
than  is  generally  developed  within  more  formal  education  systems  (Nielsen,  
2014).      
  
Education	  and	  Learning	  
  
The  remit  to  increase  attendance  across  underrepresented  groups  and  to  
provide  cultural  services  for  wide  audiences,  means  learning  and  engagement  is  
now  at  the  heart  of  many  museums.    Museums  scholar  George  E.  Hein  (2011)  
acknowledges  the  educational  origins  of  the  modern  museum  but  argues  that  
education  as  a  specialized  function  within  museums,  is  a  20th  century  
phenomenon.    Educational  departments  are  a  standard  feature  of  most  
organisations  and  Hein  (1995)  suggests  that  there  is  an  increasing  tendency  
towards  the  adoption  of  constructivist  models  of  learning.    Constructivist  
theories  posit  that  learning  is  contextual.    Falk,  Dierking  and  Adams  (2011)  state  
that:    
  
   89  
  
From  a  constructivist  perspective,  learning  in  and  from  museums  is  not  
just  about  what  the  museum  wishes  to  teach  the  visitor.    It  is  as  much  
about  what  meaning  the  visitor  chooses  to  make  of  the  museum  
experience  (Falk  et  al.,  2011,  p.  325).  
  
The  authors  argue  that  the  kind  of  learning  that  goes  on  in  museums  is  free-­‐
choice  learning:  intrinsically  motivated  learning  when  people  have  a  particular  
interest  (Falk  et  al.,  2011,  p.  324).    John  Falk  is  known  for  his  longitudinal  work  
studying  visitor  motivations.    He  proposes  the  view  that  people  come  to  
museums  to  enact  aspects  of  their  identity:  they  address  their  own  needs  (for  
example  to  explore,  to  facilitate  others’  learning,  to  have  an  experience)  rather  
than  visiting  specifically  because  of  the  objects  held  there  (Falk,  2010,  2009,  
2006;  Falk  et  al.,  1998).    He  argues  that  learners  construct  knowledge  and  
meaning  in  communion  with  their  own  existing  experiences,  rather  than  it  being  
something  that  exists  independently.    This  means  that  the  behaviourist,  
transmission  modes  of  communication  traditionally  implemented  by  museums  
(where  knowledge  is  imparted  to  the  visitor)  are  being  questioned,  and  changed  
in  favour  of  approaches  which  engage  the  learner  in  their  own  development  of  
meaning.      
  
Cultural  theorist  Hal  Foster  (2015a)  argues  from  a  different  position  however,  
that  part  of  the  belief  the  that  viewers  must  be  active  in  the  museum  rests  on  
the  assumption  that  viewing  alone  is  a  passive  experience,  and  that  museum  
visitors  are  ‘passive’  if  they  are  not  engaged  in  activity.    He  suggests  that  it  may  
be  that  it  is  the  museum  itself  that  wishes  to  appear  as  active,  rather  than  
necessarily  that  the  museum  experience  is  seen  as  passive  by  the  visitor.    Talking  
in  the  arena  of  the  art  museum,  Foster  posits:  
  
The  upshot  is  this:  viewers  are  not  so  passive  that  they  have  to  be  
activated,  and  artworks  are  not  so  dead  that  they  have  to  be  animated,  
and,  if  designed  and  programmed  intelligently,  museums  can  allow  for  
both  entertainment  and  contemplation,  and  promote  some  
understanding  along  the  way  (Foster,  2015a,  n.p.).  
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Developing  particularly  well-­‐crafted  stories  about  or  through  particular  objects,  
is  no  guarantee  (and  perhaps  never  has  been)  of  the  visitor’s  acceptance  of  the  
narrative.  Despite  this  rise  in  the  industry  towards  a  focus  on  the  visitor,  amongst  
the  public,  the  notion  of  authority  and  ‘trustworthiness’  of  museums  holds  
(BritainThinks,  2013).    The  position  that  the  museum  holds  authority  in  particular  
subject  areas,  and  can  be  trusted  to  provide  avenues  to  knowledge  development  
for  visitors,  persists  alongside  the  counterargument  that  the  audience’s  need  
and  ways  of  learning  must  come  first.    The  museological  background  to  this  
research  is  far  from  stable  in  this  respect.        
  
Design	  in	  Museums	  and	  Design	  Museums	  
Respected  design  critic,  curator  and  journalist  Alice  Rawsthorn,  briefly  
summarizes  the  trajectory  of  design  museums  since  the  19th  Century,  and  the  
significance  for  our  existing  situation:21    
  
Historically,  design  museums  have  tended  to  come  in  two  guises.    Some  
of  the  oldest,  including  the  Museum  of  Applied  Arts  (MAK)  in  Vienna,  
Musée  des  Arts  Décoratifs  in  Paris  and  the  V&A,  were  founded  in  the  
1800s  as  decorative  arts  museums  whose  design  collections  have  focused  
on  furniture,  ceramics  and  fashion.  
  
The  second  model  is  that  of  the  modern  and  contemporary  art  museums,  
which  have  embraced  industrial  design,  inspired  by  Philip  Johnson’s  work  
at  MoMA  in  the  mid-­‐1900s…  Other  art  museums,  including  the  Centre  
Pompidou  in  Paris  and  the  Stedelijk  Museum  in  Amsterdam,  have  
pursued  similar  policies,  orienting  their  design  collections  and  exhibitions  
toward  products,  vehicles,  furniture  and  printed  graphics.  
  
This  approach  made  sense  in  the  industrial  age,  but  design  practice  has  
since  changed  dramatically,  reflecting  the  growing  importance  of  digital  
technology  and  design’s  role  in  addressing  environmental  and  social  
problems  (Rawsthorn,  2014a,  n.p.).  
  
This  summation,  although  generalizing,  does  acknowledge  the  problems  that  
have  been  outlined  above,  in  relation  to  the  shifting  epistemological  and  
                                                                                                            
21
  For  further  discussions  that  explore  the  development  of  the  museum,  some  with  reference  to  particular  institutions,  
see  for  example  Bennett  (1995),  Blazwick  (2006),  Guglielmo  (2012),  Jordanova  (1989),  Staniszewski  (1998).  
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economic  paradigms  that  have  shaped  and  continue  to  shape  contemporary  
culture.    The  challenge  of  being  able  to  reveal  the  changes  in  design  practice,  
particularly  within  museum  contexts  is  partly  tied  up  in  these  object-­‐based  and  
disciplinary  conventions.    It  is  also  related  to  persistence  of  the  visual  as  an  
overriding  characteristic  of  evaluating  design,  which  is  one  difficulty  in  
communicating  complex  contextual  factors  shaping  design  practice.      
  
A  further  challenge  relates  to  issues  of  re-­‐presentation  and  re-­‐mediation.    In  
exhibition,  design  projects  that  are  exhibited  are  not  the  projects  themselves,  
but  documentary  evidence  of  those  projects  having  taken  place,  and  the  
resulting  ‘products’  of  those  processes.    They  are  an  explanatory  presentation  of  
design  activity,  represented  through  different  forms  of  media  (such  as  film,  
photography,  models,  testimony  for  example).    To  cite  Rawsthorn  (2014b)  again,  
in  a  review  of  the  exhibition  A  Fab  Mind:  Hints  of  the  Future  in  a  Changing  World,  
held  at  21_21  Design  Sight  gallery  space  in  Tokyo:    
  
A  knottier  problem,  which  applies  not  only  to  this  exhibition  but  also  to  
all  of  those  dealing  with  socially  and  politically  engaged  design,  is  the  
difficulty  of  conveying  the  complexity  of  such  projects,  and  their  impact  
on  vulnerable  communities,  some  in  perilous  circumstances.    Many  of  the  
models,  films  and  data  visualizations  in  “The  Fab  Mind”  are  beautifully  
realized  (designers,  activists  included,  are  inclined  to  glamorize),  yet  
looking  at  them  can  feel  akin  to  watching  a  film  of  dance  or  performance  
art:  they  capture  the  movements,  but  not  their  emotional  intensity  
(Rawsthorn,  2014b,  n.p.).  
  
Rawsthorn  highlights  the  disjuncture  between  the  difficult  nature  of  the  social  
and  politically  charged  problems  being  tackled  by  designer-­‐activists,  and  the  
modes  employed  to  communicate  their  significance.    She  argues  that  the  
complexity  and  ‘emotional  intensity’  is  reduced,  when  these  projects  have  to  be  
represented  via  edited  snapshots  within  the  exhibition.    The  level  of  contextual  
explanation  required  seems  to  shift  the  evaluation  of  design  from  the  level  of  the  
aesthetic,  towards  a  need  for  deeper  understanding  of  design  as  a  situated  
practice.    The  designed  ‘solutions’,  which  in  exhibitions  currently  have  the  
   92  
  
burden  of  conveying  the  contextual  significance,  need  more  support  to  play  this  
role.  
  
Researcher  and  scholar  in  globalization  and  culture,  Mark  Rectanus  (2011),  
comments  on  the  definition  and  exhibition  of  design  within  the  museum:    
  
Design  collections  and  exhibitions  about  design  have  become  a  staple  of  
the  contemporary  museum  scene.    They  range  from  museum  
architecture  as  an  exhibition  in  its  own  right  (Jewish  Museum  Berlin),  to  
corporate  museums  (the  Vitra  Design  Museum  in  Germany),  to  museums  
founded  by  designers  (Sir  Terence  Conran’s  Design  Museum  of  London),  
to  stylish  museum  spaces  as  urban  sites  for  evening  events  (Palais  de  
Tokyo,  Paris),  or  to  new  museums  which  accord  design  equal  status  
alongside  modernist  art  collections  (Pinakothek  der  Moderne,  Munich)  
(Rectanus,  2011,  p.  391).  
  
Design  is  not  absent  from  the  museum:  far  from  it.    However  there  is  still  a  
noticeable  lack  in  sustained  academic  discourse  on  the  challenges  of  extending  
how  design  is  explored  within  the  museum.    Rectanus’  comments  above  
demonstrate  the  range  of  contexts  for  design,  and  yet  none  of  these  deal  with  
the  specificities  of  design  practice,  and  the  challenge  for  communicating  how  
design  contributes  to  innovation.    Although  it  has  been  important  for  museums  
to  accord  ‘status’  to  design,  this  runs  the  risk  of  eliding  design  with  modern  art  
principles,  reducing  design  to  the  aesthetic  object.    This  arguably  perpetuates  
existing  notions  of  ‘good  design’  principles  and  limits  understanding  of  its  role  in  
processes  of  wider  societal  and  cultural  change.      
  
To  develop  discussion  of  this  further,  the  next  section  below  will  offer  an  
indication  of  the  field  of  curatorial  practice,  and  the  lack  of  sustained  discourse  
on  design  as  a  subject  for  exhibition  or  within  curating.      
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Section	  2:	  Curating	  and	  contemporary	  design	  	  
  
A  wealth  of  literature  now  exists,  and  is  continuing  to  grow,  around  the  subject  
of  curating  in  the  field  of  contemporary  art.    Although  there  is  some  focus  on  
curating  and  exhibiting  architecture  (cf.  Carter,  2012;  Chan,  2010;  Feireiss,  
2001a;  Szacka,  2011;  Watson,  no  date),  this  is  not  matched  in  the  context  of  
design,  where  only  a  few  voices  are  heard.22    With  the  growth  in  design  museums  
globally,  and  the  increasing  interest  and  focus  in  the  innovative  capabilities  of  
design,  it  is  necessary  to  question  the  approach  and  readdress  the  reliance  on  
object-­‐centred,  formalist  models  of  exhibition,  which  have  long  been  questioned  
by  artists  and  art  curators.  
  
A  verb  ‘to  curate’  has  emerged  most  strongly  within  perhaps  the  last  twenty  to  
thirty  years,  and  reflects  the  growth  of  a  discipline  situated  primarily  in  the  
contemporary  art  sphere  (Farquharson,  2003;  O’Neill,  2012a).    From  the  
medieval  period,  ‘curator’  had  ecclesiastical  connotations,  from  the  Latin  root  
‘cura’  meaning  to  care.    Thus  a  curator  was  a  church  administrator  with  a  
pastoral  role,  caring  for  the  souls  of  the  community.    This  caring  role,  alongside  
an  administrative  responsibility  was  transferred  easily  into  the  museum  context,  
where  curators  collected  and  conserved  objects,  and  attended  to  the  
administrative  roles  associated  with  an  institution  with  object  holdings.      A  
specialist  curator  in  a  museum  traditionally  was  and  still  may  be  a  subject  
specialist,  with  responsibilities  for  collecting  items  and  research,  with  relevance  
to  the  existing  collection.    This  is  the  case  for  museums  including  science,  art  and  
design,  natural  history,  social  history  and  other  dedicated  subjects.      
  
                                                                                                            
22
  For  example  Paola  Antonelli  at  New  York’s  MoMA  is  a  key  international  practitioner,  recognized  as  pioneering  
innovative  programming  around  design  and  architecture.    In  the  UK,  Catherine  McDermott  and  Donna  Loveday  are  also  at  
the  centre  of  design  curating,  emanating  out  from  their  pioneering  MA  course  Curating  Contemporary  Design  which  is  
based  between  Kingston  University  and  London  Design  Museum.    London  College  of  Fashion  also  run  a  dedicated  MA  
course  in  Fashion  Curation,  led  by  celebrated  fashion  curator  Judith  Clark,  which  involves  work  on  both  the  theory  and  
practice  of  curating  historical  and  contemporary  dress.  The  College  is  also  home  to  Fashion  Space  Gallery,  launched  in  
2010  and  directed  by  curator  Ligaya  Salazar,  who  previously  worked  at  the  V&A.    Glenn  Adamson  is  also  a  strong  voice,  
although  his  writing  has  more  focus  on  issues  and  practices  within  contemporary  craft.  See  also  a  new  volume  of  
collected  essays  edited  by  Liz  Farrelly  and  Joanna  Weddell  (2016)  exploring  design  history,  design  objects  and  their  
shifting  relationships  with  the  museum.  
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Now  however,  curating  in  a  contemporary  art  context  has  expanded  definitions  
(Bal,  2012;  Cook,  2004;  Fernandez,  2011;  Gaskill,  2010;  Gleadowe,  2000;  Graham  
and  Cook,  2010;  Obrist,  2008;  Smith,  2012)  and  curatorial  practice  is  seen  as  a  
multidimensional  role,  a  ‘constellation  of  creative  activities,  akin  to  artistic  
practice’  (O’Neill,  2012a,  pp.  1–2).    Curators  and  writers  Paul  O’Neill  and  Mick  
Wilson  (O’Neill  and  Wilson,  2010,  p.  19)  have  argued  that  within  the  last  forty  to  
fifty  years,  curating  has  diverged  from  a  more  traditional  activity  of  organising  
exhibitions  and  displays  of  individual  artworks,  to  become  an  activity  which  
emphasises  ‘the  framing  and  mediation  of  art  and  the  circulation  of  ideas  around  
art’.    More  recently,  the  craze  for  curating  has  also  expanded  into  the  online  
realm,  not  only  for  digital  art  practices,  but  with  the  rise  of  social  media  and  web  
2.0  technologies  (Balzer,  2015).    Although  some  decry  the  abuse  of  a  term  long  
associated  with  the  knowledge  and  expertise  of  the  subject  specialist  or  
exhibition  maker  (see  for  example  Jens  Hoffman  in  Hoffman  and  Lind,  2011),  
others  are  more  judicious,  turning  to  a  more  methodological  orientation  to  gain  
purchase  on  the  value  of  ‘curatorial’  work  in  the  contemporary  era  (cf.  Lind,  
2010;  O’Neill,  2012b).    
  
Prominent  art  curator  and  educator  Maria  Lind  speaks  of  both  ‘curating’  and  ‘the  
curatorial’.    Curating,  she  suggests  is  the  ‘technical  modality’  (Lind,  2010,  p.  64),  
or  the  practical  dimension:  the  particular  activities  and  methods  adopted  in  any  
specific  project,  in  order  to  achieve  desired  goals.    These  activities  might  involve  
selecting  artworks,  commissioning  new  work,  writing  and  editing  interpretive  
materials,  directing  how  works  are  displayed  in  exhibition,  as  well  as  what  
curator  Jens  Hoffman  (2011)  has  called  ‘paracuratorial’  activities,  such  as  
organising  screenings,  lectures,  performances  and  workshops,23  fundraising  and  
marketing,  among  other  things,  depending  on  the  context  in  question  (Cook,  
2008;  Graham  and  Cook,  2010;  Lind,  2011a,  2010;  Marincola,  2001;  O’Neill,  
2012b;  Storr,  2006;  White,  1996).      
                                                                                                            
23
  What  Jens  Hoffman  has  called  the  ‘paracuratorial’,  preferring  a  focus  on  exhibition-­‐making  as  the  heart  of  curating  
(Hoffman  and  Lind,  2011).    See  also  Hoffman  and  McDowell  (2011)  and  essays  by  Vanessa  Joan  Müller,  Lívia  Páldi,  and  
Emily  Pethick  in  the  same  issue.  
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From  this  ‘applied  activity’,  or  the  specific  methods  of  curating,  Lind  (2011a)  
differentiates  “the  curatorial”  as  a  methodology:  
  
[A]  way  of  working  that  means  combining  artworks—which  today  
certainly  can  be  extremely  multifarious—with  questions,  places,  people,  
et  cetera,  in  precise  ways.    In  doing  this  the  curatorial  shares  something  
with  editing,  but  with  more  diverse  materials  (Lind,  2011a,  p.  50).  
  
Lind  (2010)  places  particular  emphasis  on  relationships,  combinations  and  
interconnections  –  the  bringing  together  of  different  aspects  to  form  something  
more  than  the  sum  of  the  parts.    Possibly  one  of  the  best  known  contemporary  
art  curators,  Hans-­‐Ulrich  Obrist  (2015,  p.  1),  has  described  curating  as  ‘at  its  
most  basic…simply  about  connecting  cultures,  bringing  their  elements  into  
proximity  with  each  other’.    ‘The  task  of  curating’,  he  suggests,  ‘is  to  make  
junctions,  to  allow  different  elements  to  touch’.    Author  of  influential  cultural  
blog  Brain  Pickings,  Maria  Popova  has  also  described  curating  as  ‘creating  a  
framework  for  what  matters  and  why’  (Popova,  cited  in  Millman,  2012).    The  
development  of  particular  frames,  the  combination  of  elements  into  (coherent)  
arguments  around  a  central  subject,  seems  to  be  at  the  heart  of  the  curatorial  as  
a  methodology.      
  
A	  shift	  in	  approach	  
  
Jan  Boelen,  artistic  director  of  the  contemporary  art  gallery  Z33  in  Hasselt  and  
head  of  the  Social  Design  Masters  programme  at  the  Design  Academy  
Eindhoven,  has  eloquently  outlined  some  of  the  challenges  of  understanding,  
critiquing,  curating  and  communicating  contemporary  design  practice:  
  
Design  today  has  become  a  form  of  enquiry,  power,  and  agency.  With  it,  
the  role  of  any  event  that  seeks  to  represent  and  disseminate  design  has  
also  fundamentally  changed.  We  have  to  look  beyond  the  object;  
question  the  commissioner’s  motivation  and  engage  in  conversation  
about  the  object’s  necessity,  its  consequences,  and  the  impact  it  has  on  a  
society.  Design  has  an  integral  social  aspect  and  the  designed  object  
should  not  be  disconnected  from  its  relationship  with  the  user  and  the  
impact  on  people’s  everyday  life.    Design  is  advancing  into  an  
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experimental,  collaborative  territory  where  it  is  employed  and  
implemented  as  a  tool  to  question  and  transform  ideas  about  industrial  
production,  public  and  private  space,  and  preestablished  systems  and  
networks.    The  materialized  object  is  still  relevant  as  a  tool,  as  a  solution,  
as  an  agent  or  provocateur,  as  a  Trojan  horse,  as  value  and  as  metaphor,  
to  make  us  aware  of  a  situation  and  to  develop  strategies  and  tactics  to  
change  systems  and  the  powers  that  occupy  a  system.  It’s  no  longer  the  
object  in  itself  where  design  discourse  takes  place,  and  consequently  this  
shift  asks  for  a  repositioning  of  design  criticism  (Jan  Boelen,  cited  in  
Metropolis  Editors,  2014,  n.p.,  emphasis  added).  
  
This  highlights  the  transformation  in  design,  and  the  subsequent  need  for  a  shift  
in  how  that  practice  is  approached,  mediated  and  communicated.    In  the  
passage  above,  Boelen  is  essentially  suggesting  the  need  for  reflexivity  on  the  
part  of  those  who  engage  in  curating  and  criticism,  as  it  is  also  needed  for  those  
who  now  design  in  a  complex  world.      
  
Catherine  McDermott  and  Donna  Loveday  (McDermott  and  Loveday,  2006,  pp.  
66–7),  leaders  of  the  very  first  MA  course  in  Curating  Contemporary  Design,24  
take  the  position  that  the  best  design  curation  ‘explains  the  moment  at  hand’,  
through  ‘telling  stories  in  which  a  strong  curatorial  concept  governs  the  
narrative’.    This  clearly  makes  the  case  for  specificity:  for  developing  an  authored  
vision  that  argues  for  a  particular  way  of  seeing  and  experiencing  design  
(whether  through  exhibition,  installation,  event  or  other  form).    A  positive  aspect  
of  this,  is  the  delivery  of  (generally)  coherent  narratives  or  ideas,  where  the  
curation  and  exhibition  design  combine  to  offer  a  satisfying,  deliverable  product  
to  the  audience.    One  challenge  here  however,  is  in  whether  or  not  the  curatorial  
position  is  made  transparent.      
  
There  is  a  difficult  balance  between  adopting  a  specific  curatorial  position  within  
an  exhibition,  and  the  attempt  to  provide  some  level  of  comprehensive  
explanation.    No  exhibition  can  cover  the  whole  of  design  activity:  and  the  ideal  
of  a  comprehensive  interpretation,  particularly  in  relation  to  an  ever-­‐changing  
                                                                                                            
24
  The  MA  in  Curating  Contemporary  Design  was  initiated  by  McDermott  and  Loveday  in  2000.    This  runs  jointly  between  
Design  Museum  London  and  Kingston  University.    The  course  claims  to  offer  a  curatorial  training  for  those  intending  to  
work  not  only  in  the  museum  sector,  but  within  retail  and  commercial  environments.  These  career  paths  are  less  likely  to  
contribute  directly  to  the  development  of  academic  discourse  surrounding  curatorial  practice  for  contemporary  design.    
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contemporary  context,  is  unrealistic  and  unnecessary.    A  focus  on  contemporary  
practices  also  means  working  with  living  designers  and  those  people  involved  in  
design  activity.    Curator  Sara  Diamond  (2008)  argues  that  when  working  with  
living  artists,  the  individual  roles  of  artist  and  curator  become  blurred,  
developing  into  something  inherently  collaborative:    
  
Collaboration  makes  all  roles  in  the  creative  and  presentation  process  
more  discursive,  demanding  more  openness,  consciousness  of  process,  
and  acceptance  of  largely  unpredictable  results.    Hence  the  role  of  
curators  is  constantly  questioned  –  they  commission  or  produce  and  
contribute;  they  shape  the  artwork  during  its  production  process,  rather  
than  creating  context  for  completed  works  (Diamond,  2008,  pp.  136–7).  
  
This  makes  curating  a  process  of  managing  and  exploring,  as  much  as  
commissioning  and  displaying  ‘works’.    However,  this  collaborative  nature  may  
be  augmented  somewhat  in  the  context  of  design.    Although  it  is  often  the  case  
that  curators  and  institutions  commission  work  from  designers,  and  stage  
exhibitions  of  work  from  individuals  and  small  studios,  the  more  obviously  
commercial  nature  of  many  design  companies  shifts  the  relationship  again.      
  
Design  exhibitions  can  help  to  promote  the  work  of  significant  designers  and  
large  design  companies,  and  support  the  practice  of  up  and  coming  young  
designers.    Across  the  different  sectors  of  the  design  industry,  established  
companies  operate  independently  of  the  museum/exhibition  context.    Close  
collaboration  in  the  support  of  producing  work  or  mediation,  may  take  a  
different  form  and  have  different  agendas  to  manage.    However,  it  is  also  
increasingly  the  case  that  designers  see  the  benefits  of  the  cultural  legitimation  
that  a  large  or  small  museum  exhibition,  at  venues  such  as  the  V&A,  the  Design  
Museum  London,  MoMA  or  other  institutions  can  generate.      
  
Fashion  exhibitions  for  example,  are  now  firmly  established  in  the  gallery  and  the  
museum,  and  have  proved  to  be  supremely  adept  at  drawing  large  and  
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enthusiastic  crowds,25  despite  some  uneasiness  about  the  mixing  of  culture  and  
commerce  that  is  inherent  in  fashion,  infecting  the  hallowed  museum  halls  
(Steele,  2008).    The  fast-­‐paced  world  of  fashion  does  not  stand  still  for  the  more  
ponderous  gait  of  the  museum,  but  the  lavish  theatrics  of  the  large-­‐scale  
exhibition  can  provide  an  alternative  means  of  viewing  what  ostensibly  become  
large  wearable  artworks.    Retrospective  exhibitions  can  therefore  be  particularly  
popular,  fitting  in  as  they  do  to  the  established  art  model,  albeit  with  perhaps  a  
little  more  flair  and  embellishment.    
  
Showing  clothing  and  dress  on  the  body  and  in  a  moving  state  is  always  a  
challenge  for  exhibitions,  and  it  has  become  common  to  include  videos  of  
catwalk  shows  and  other  contexts,  in  order  for  the  fluidity  of  garments  to  
illuminate  the  additional  qualities  from  a  static  mannequin’s  presence.    In  1999  
the  V&A  also  began  the  pioneering  programme  with  contemporary  designers,  
‘Fashion  in  Motion’.    Senior  curator  of  fashion  Claire  Wilcox  initiated  a  series  of  
fashion  showcases,  where  models  wearing  new  collections  walked  through  the  
galleries,  juxtaposing  historical  contexts  with  contemporary  work,  and  enlivening  
the  museum  viewing  experience.    And  yet  does  this  still  treat  design  as  the  final  
outcome  of  a  complex  and  iterative  process?    Does  it  still  privilege  the  object  at  
the  expense  of  the  process  that  drives  design?  
  
The  changing  nature  of  design  practice,  and  the  new  contexts  in  which  designers  
now  operate  requires  a  change  in  the  nature  of  its  representation.    For  the  
designers,  this  changed  state  requires  a  perspective  infused  with  social,  
environmental  and  ethical  concern,  and  an  awareness  of  the  wider,  networked  
nature  of  our  contemporary  world  (both  digital  and  physical).    Curatorial  activity,  
dealing  with  contemporary  design  practice,  has  to  engage  with  and  reflect,  
navigate  and  mediate  this  new  territory.      
  
                                                                                                            
25
  The  2015  Alexander  McQueen:  Savage  Beauty  exhibition  at  the  V&A  (first  staged  at  the  Metropolitan  Museum  of  Art  in  
New  York  in  2011)  became  the  museum’s  most  visited  exhibition  at  493,043  visitors,  even  by-­‐passing  the  prior  record  of  
David  Bowie  Is  in  2013,  at  311,  000.  
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Curating	  as	  framing,	  mediation	  and	  communication	  
Curator  Maria  Lind  (2011a),  offers  some  perspective  on  the  nature  of  curating  as  
mediation.    Working  in  the  field  of  contemporary  art,  she  has  suggested  that  
mediation  involves  ‘consider[ing]  earnestly  the  question  of  what  art  does  in  
culture,  what  its  functions  can  be  in  society,  and  [being]  more  generous  with  the  
material  at  hand’  (Lind,  2011a,  p.  107).    Mediation  is  an  act  of  intervening  
between  different  positions,  providing  a  bridge  to  understanding.    Lind  is  critical  
of  overly  didactic  institutional  approaches  which  either  leave  no  room  for  open  
interpretation,  or  which  add  large  amounts  of  interpretive  texts,  guides  and  
brochures  in  order  to  enforce  a  particular  narrative.    Yet  she  is  also  mindful  of  
overly  insular  curatorial  frames  operating  in  the  ‘sidestreams’  that  speak  only  to  
specialist,  marginal  audiences.    Finding  new  ways  to  mediate  –  to  navigate  and  
develop  meaningful  context  without  over-­‐burdening,  and  to  draw  out  and  
communicate  new  perspectives  and  questions  –  is  as  pertinent  to  design  as  it  is  
to  art  practices.    Treading  a  line  between  explanation  and  inquiry  then,  is  a  
challenging  path,  but  one  that  curators  must  take  seriously  if  they  are  to  develop  
deeper  understanding  of  design’s  role  in  society.    
  
Architecture  curator  and  writer  Kristin  Feireiss  (2001,  p.  8),  believes  that  there  is  
a  need  for  architecture  exhibitions  to  convey  ‘ideas  and  concepts’.  To  her,  they  
are  not  about  ‘art’,  and  the  objects  created  through  practice  should  not  be  seen  
as  art  objects.    Regarding  the  inclusion  of  objects,  sketches  or  drawings  within  an  
exhibition,  she  states:  
  
The  most  important  justification  for  inclusion,  in  my  view,  is  the  context  
of  the  design,  the  theoretical  and  historical  background,  the  design  and  
building  process,  the  strategy  and  approach  adopted  and  its  complexity  
(Feireiss,  2001,  p.  8).  
  
Belief  in  a  cultural  and  social  mission  drives  her  work,  thus  education  and  the  
explanation  of  the  wider  impact  and  value  of  architecture  is  a  core  tenet  of  her  
exhibition-­‐making  in  this  context.    
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However,  as  historian  Ludmilla  Jordanova  (1989)  has  highlighted,  objects  shown  
in  exhibition  do  not  directly  evoke  abstract  concepts.    Designing,  as  a  process  
and  an  experience,  is  an  activity  not  a  concrete  ‘thing’,  although  it  may  result  in  
concrete  objects  (whether  sketches,  prototypes  or  final  ‘products’  and  services).    
This  makes  the  attempt  to  exhibit  ‘designing’,  as  a  concept  or  methodology,  
particularly  difficult,  as  the  objects  of  practice  are  being  asked  to  stand  in  for  
people’s  experiences.    It  is  also  the  case  that  even  when  focusing  on  the  
outcomes  of  design  practice,  these  are  increasingly  immaterial  (such  as  services  
and  experiences).    Design  researcher  Guy  Julier  (2014,  2012,  2006)  has  noted  
that  this  connection  of  the  material  and  immaterial  elements  of  design  requires  
a  more  contextualised  approach  to  curating,  acknowledging  the  many  different  
people,  processes,  objects,  contexts  and  challenges  that  may  converge  on  any  
design  project.    Yet  contextualised  display  may  be  easier  said  than  done,  and  we  
have  yet  to  see  a  real  shift  away  from  more  object-­‐based  aesthetics  and  
emphasis  within  design  exhibitions.    The  focus  on  and  reference  to  museum  
collections,  with  their  existing  conceptual  frames,  may  be  one  reason  for  this.    
Design’s  connection  to  the  market  and  the  prevalence  of  promotional  narratives  
may  also  be  a  factor.      
  
For  those  engaged  in  the  development  of  critical  or  theoretical  frameworks,  for  
those  people  making  sense  of  design  practice  from  the  outside,  new  
perspectives  are  needed  of  the  design  process,  and  changes  required  in  the  way  
that  design  is  interpreted  and  valued.    As  Boelen,  and  other  critics  state  (e.g.  
Hall,  2014,  2013),  design  has  moved  beyond  the  object:  so  too  must  critique  and  
curatorship.    Julier  (2014,  2012,  2008)  has  suggested  that  the  entire  ‘circuit  of  
culture’,  in  which  design  is  implicated,  must  be  considered  in  the  construction  of  
new  interpretations  of  design  activity.    This  includes  the  production  and  
consumption  practices  of  design,  but  also  its  implication  in  the  construction  and  
perpetuation  of  different  identities,  forms  of  representation,  and  the  regulatory  
practices  which  affect  activities  across  industries.        
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Another  way  to  look  at  this  is  to  consider  design  in  relation  to  all  of  the  elements  
outlined  in  the  previous  chapter:  not  only  the  designer,  but  the  other  people  
engaged  in  and  contributing  to  the  development  of  concepts  and  proposals;  the  
particular  context  of  the  design  space  being  examined;  the  specific  problem  area  
or  challenges  being  explored;  along  with  the  design  process  itself,  in  some  or  all  
of  its  stages  from  pre-­‐design  through  to  post-­‐design  considerations.        
  
Chapter  Four  will  add  to  the  above  discussion  of  curating  by  illuminating  its  
methodological  significance  for  the  thesis.    Below,  the  exhibition,  as  a  prevalent  
curatorial  approach,  is  discussed  in  relation  to  the  subject  of  design.  
  
Section	  3:	  The	  Exhibition	  
  
  
Museums  are  not  museums  without  exhibitions.    The  most  prominent  
and  public  of  all  museum  offerings,  exhibitions  are  the  soul  of  a  museum  
experience  for  the  millions  of  people  who  visit  them,  as  well  as  for  many  
of  the  people  who  create  them  (McLean,  1999,  p.  83).  
  
Exhibitions  are  an  integral  part,  both  intellectually  and  economically,  of  the  
working  practices  of  museums.    They  are  located  at  a  point  of  dynamic  
intersection  between  notions  of  creative  and  intellectual  inquiry  and  production,  
and  cultural  consumption.    Exhibitions  play  out  the  tension  between  traditional  
notions  of  curatorial  knowledge  and  expertise,  and  a  turn  towards  involving  
audiences  more  and  more  in  the  development  of  the  museum’s  products  and  
services  (McLean,  1999;  Kirchberg  and  Tröndle,  2012;  Stein,  2012).    Thus  they  
perform  a  number  of  different  roles,  at  different  levels:  for  the  institution,  the  
exhibition  team,  the  curator  and  the  audience.      
  
The  word  ‘exhibition’  (exhibicion)  is  thought  to  come  from  the  Latin  verb  
exhibēre,  meaning  to  hold  out,  show  or  display  (ex-­‐  out  +  habēre-­‐  to  hold)  
(Barnhart,  1988,  p.  354).    Exhibition  also  has  roots  prior  to  1325,  meaning  a  
display  or  demonstration,  with  ‘display’  having  likely  origins  in  the  word  
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desplayen  (Latin  displicāre)  meaning  to  unfurl  (as  in  a  banner)  (ibid.,  p.  287).    This  
emphasis  on  revelation  continues  (from  1862)  with  the  noun  ‘exhibit’  also  having  
connections  to  the  display  of  legal  evidence.    To  hold  something  out  for  view  
highlights  the  visual  dominance  which  characterises  exhibition,  whilst  the  display  
of  items  in  support  (or  critique)  of  a  particular  argument,  suggests  that  selection  
and  evaluation  play  key  roles  within  their  creation  and  reception.      
  
In  addition,  researchers  and  curators  also  work  with  the  term  ‘exposition’.    From  
the  Latin  expōnere,  to  lay  out,  set  forth,  make  known  (ibid.,  p.  358),  this  adds  an  
inflection  of  explanation,  or  ‘an  expounding’,  to  something  that  is  displayed.    The  
Chambers  Dictionary  of  Etymology  also  goes  on  to  reveal  that  the  sense  of  
‘public’  exhibition  or  display  is  related  to  the  Great  Exhibition  of  1851  at  Crystal  
Palace.    The  pedagogical  motives  of  exhibition,  brought  in  with  the  idea  of  both  
educating  and  astounding  mass  audiences  with  Britain’s  manufacturing  prowess,  
thus  became  firmly  embedded  within  exhibition,  and  subsequently  museum  
practice  (at  least  in  western  contexts).  
  
From  a  museum  perspective,  at  an  institutional  level,  exhibitions  are  
communicative  forms:  ‘strategic  tools’  for  communicating  the  ‘identity  and  
mission’  of  the  organisation  (Pilgrim,  2000).    For  example,  the  mission  of  the  
Design  Museum  London,  is  ‘To  create  the  most  inspiring,  exciting  and  engaging  
Design  Museum  in  the  world’,  based  on  the  belief  that:    
  
Design  is  everywhere  
Design  is  for  everybody  
Design  is  global  
Design  is  not  only  about  things,  but  about  what  they  do  and  what  they  
mean  
Design  is  a  process  that  responds  to  needs,  and  creates  change  and  
improvement  
Design  is  a  vital  tool  that  shaped  and  shapes  the  world  
(Design  Museum,  no  date,  n.p.)  
  
Their  vision  is  that  ‘everyone  should  understand  the  value  of  design’  –  in  relation  
to  all  of  the  positions  above.    Exhibitions  serve  to  explore  global  issues,  brands  
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and  companies,  and  in  the  process,  secure  the  reputation  of  the  museum  as  a  
leader  in  the  field.    To  do  this,  they  seek  to  attract  larger  and  more  diverse  
audiences,  all  of  whom  will  bring  their  own  experiences  and  interests  to  the  
encounter.  
  
Exhibitions  are  thus  arguments  and  perspectives:  ways  of  seeing.    They  are  
moments  in  time:  indications  of  prevailing  trends,  new  research,  and  constantly  
shifting  cultures.    Whether  acknowledged  explicitly  or  not,  exhibitions  put  
forward  individual  or  collective  values  and  assumptions.26    Paul  Basu  and  Sharon  
Macdonald  (2007)  draw  attention  to  the  mediated  nature  of  the  exhibition,  
arguing:  
  
It  is  no  longer  tenable  to  claim  that  one  can  represent  neutrally,  
objectively,  or  impartially.    All  representations  are  socially,  politically,  
ideologically,  institutionally,  and  technologically  mediated.    
Exhibitions…must  be  understood  as  sites  of  cultural  mediation;  and  
mediation,  furthermore  must  be  understood  as  a  process  that  partly  
constructs  that  which  it  mediates  (Basu  and  Macdonald,  2007,  p.  11).  
  
Despite  traditional  approaches  to  museum  interpretation27  that  efface  an  
identifiable  perspective  in  favour  of  the  nameless  authority  of  the  institution,  
there  is  always  someone,  or  a  group  of  people,  responsible  for  the  ‘messages’  
being  communicated  (whether  seen  as  a  transmission  or  an  interactive  
engagement).    
  
Exhibitions  are  therefore  not  simply  a  line  up  of  unrelated  objects,  but  carefully  
constructed  wholes:  ‘cultural  artefacts’  (du  Gay  et  al.,  1997,  pp.  1-­‐5),  which  use  
the  relations  between  things,  texts,  structural  elements  and  people  to  offer  a  
particular  story  and  experience  (Bal,  2012,  1996;  Ferguson,  1996;  Fyfe,  2011;  
Lamonaca,  2016;  McDermott  and  Loveday,  2006).    The  act  of  exhibition  curation  
is  a  creative  endeavour,  a  form  of  bricolage  (Gaskill,  2010)  in  that  it  creates  
something  from  different  available  materials  and  elements,  most  of  which  were  
                                                                                                            
26
  A  realization  of  the  ‘cultural  turn’  which  has  brought  many  different,  previously  underrepresented  voices  into  the  
museum  sphere  (Karp  and  Lavine,  1991;  Macdonald,  2011b;  Preziosi  and  Farago,  2004b;  Vergo,  1989a;  Weil,  1990).  
27
  Explanatory  textual  and  other  materials  which  aim  at  contextualising  things  on  display  (Hooper-­‐Greenhill,  1999).  
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not  originally  intended  to  be  seen  or  considered  together  (particularly  in  the  case  
of  thematic  museum  exhibitions).    
  
As  Kathleen  McLean  (1999)  states,  within  exhibitions  it  is  now  possible  to  find,  
  
an  introductory  film,  a  collection  of  objects  for  viewing,  elements  to  
manipulate,  labels  and  texts  to  read…photos,  maps,  and  other  graphics;  a  
learning  center  [sic]  with  Internet  stations  and  computers;  embedded  
film  and  video  loops,  an  “immersion”  environment;  and  an  adjacent  gift  
shop    (McLean,  1999,  p.  86).  
  
All  of  these  elements  combine  to  provide  a  multitude  of  possible  experiences  for  
the  visitor,  connected  through  from  the  purchase  of  a  ticket  to  the  purchase  of  a  
coffee  in  the  café  after  the  show.    Not  all  exhibitions  make  relations  completely  
explicit,  but  the  act  of  bringing  things  together  in  space  and  time  asks  that  we  
consider  them  as  a  whole  entity,  under  a  particular  heading,  in  addition  to  
looking  at  the  individual  things  which  have  been  gathered.    As  a  visitor,  we  do  
not  always  know  exactly  whose  point  of  view  is  offered,  whether  that  of  the  
institution  hosting  the  exhibition  (the  omnipotent,  authoritative  voice),  the  
individual  curators,  exhibition  designers  and  learning  teams,  the  designer(s)  
featured  as  the  subject,  or  perhaps  even  the  sponsor  who  provided  the  financial  
ballast  for  its  ultimate  realisation.    Yet  as  a  visitor  we  too  bring  our  own  
knowledge  and  understanding  to  bear  upon  the  experience.    The  exhibition  
therefore  treads  the  middle  ground  between  the  interests  of  the  curator  (and  by  
extension  the  museum),  those  of  the  featured  artists  and  designers,  and  the  
interests  and  motivations  of  the  visitor:  each  construct  it,  in  different  ways.  
  
Exhibitions  may  also  be  commercially  focused.    For  the  museum,  some  
exhibitions  offer  a  major  revenue  stream,  thus  being  a  necessary  function  of  the  
museum  as  a  viable  business.    As  Mark  Rectanus  (2011)  acknowledges,  large  
scale  ‘blockbuster’  exhibitions  can  become  an  international  cultural  export:  
promoting  individual  artists  and  designers,  institutions  and  their  brands,  and  
national  identities  to  a  worldwide  audience  through  physical  and  virtual  
engagement  alike.      
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Trade  shows  and  festivals  are  also  places  where  reputations  are  made  and  
businesses  bolstered  (Sugg  Ryan,  2016).    The  much  cited  insight  from  Greenberg,  
Ferguson  and  Nairne  (1996,  p.  2  original  emphasis)  that  ‘[e]xhibitions  have  
become  the  medium  through  which  most  art  becomes  known’  has  some  
resonance  for  the  design  world.    Particularly  with  international  festivals,  such  as  
the  Salone  del  Mobile  in  Milan,  the  Venice  Architecture  Biennale  and  the  London  
Design  Festival,  names  are  made  for  up  and  coming  designers  and  studios,  
alongside  continued  focus  on  big  brands  and  companies.    Press  and  coverage  at  
events  like  these  can  ensure  future  exhibition  exposure  as  well  as  new  business.  
  
At  the  London  Design  Festival  (LDF),  large  commercial  trade  shows  such  as  100%  
Design,  Decorex  and  Tent,  rub  up  against  independent  retailers,  galleries  and  
studios,  as  well  as  being  connected  in  more  recent  years  to  the  V&A,  now  a  
‘cultural  hub’  for  the  Festival.    Here,  the  commercial  side  is  tempered  and  
connected  with  the  mandate  of  learning  and  engagement.    Rectanus  (2011,  p.  
392)  has  acknowledged  that  the  museum  becomes  a  site  for  the  ‘representation  
of  design’  and  the  ‘design  of  representation’,  where  exhibition  and  display  act  as  
ways  of  acknowledging  and  legitimating  the  commercial  aspects  of  design,  in  a  
cultural  context.    Justine  Boussard  (2013)  has  also  suggested  that  the  LDF  walks  a  
difficult  line  between  commerce  and  celebration.    She  claims  that  the  large  
design  projects  of  2012  missed  the  opportunity  to  engage  critically  with  public  
audiences,  as  the  focus  on  spectacle,  beauty  and  technological  skill  missed  
design’s  connection  to  and  role  within  the  everyday.    What  may  have  started  as  a  
celebration  of  design  now  plays  a  central  role  in  defining  and  directing  
contemporary  design  practice,  with  prizes  and  prestige  attached  to  inclusion  and  
selection.    Indeed,  Boussard  (2013,  p.  411)    states:  ‘The  dynamics  of  the  festival  
are  complex  because  the  organizers  function  primarily  as  “master  curators”:  they  
are  the  sole  arbiters  of  good  design  for  the  ten  days  of  the  festival’.    With  this  
being  such  an  influential  space  for  the  promotion  and  definition  of  design,  it  is  
important  to  consider  whether  there  is  enough  being  done  to  open  up  
alternative  conversations  about  the  value  of  design,  and  the  values  that  underpin  
it,  as  well  as  the  complexities  and  contingencies  of  the  context.  
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Journalist  and  design  academic  Peter  Hall  (2009  n.p.)  cites  Victor  Papanek,  a  
renowned  designer,  and  advocate  for  social  responsibility  in  design,  who  
suggested  (in  1971)  that  design  exhibitions  that  feature    “well-­‐designed  objects”  
were  ‘parades  of  well-­‐worn  genres’.    Hall  (ibid.)  suggests  that  the  ‘20th  Century  
definition  of  “good  design”  was  driven  primarily  by  form.    Today  the  stakes  are  
too  high,  and  the  world  too  complex,  for  a  superficial  response.’    Design’s  links  to  
the  market  problematize  exhibitionary  relationships,  in  that  equating  good  
design  with  the  popular  (or  the  influential)  and  exhibiting  this  as  if  a  value-­‐free  
assumption  makes  for  insidious  promotion  for  those  who  might  have  the  means  
to  persuade.    Hall  suggests  that  design  does  and  should  embody  a  point  of  view,  
about  how  we  do  and  could  live  in  the  world.    The  underlining  note  is  that  it  is  
incumbent  on  the  design  profession  to  recognise  the  points  of  view  that  they  
embody  in  the  objects,  services  and  experience  that  they  create.    Contextual  
evaluation  within  exhibition  therefore  becomes  of  more  importance  than  
evaluating  on  aesthetic  judgments  alone.      
  
The  need  to  address  the  complexities  of  design  activity  within  exhibition,  and  for  
the  exploration  of  both  new  formats  for  display  and  rigorous  examination  of  
subjects  and  themes  is  highlighted  by  MoMA  architecture  curator  Barry  Bergdoll  
(Bergdoll  and  Christensen,  2008).    Focusing  particularly  on  architecture,  he  notes  
that:  
  
The  escalating  popularity  of  architectural  exhibitions  demands  that  a  new  
generation  of  architectural  curators  innovate  in  the  format  and  
techniques  of  display,  as  well  as  in  the  selection  of  themes  that  go  
beyond  the  mere  celebration  of  the  spectacular  imagery  of  recent  
Starchitect  projects.    What  is  needed  is  not  only  to  engage  current  
production  critically,  but  also  to  confront  issues  of  consequence  in  a  way  
that  is  engaged,  and  engaging  for  general  and  professional  audiences  
alike.    With  the  dual  audiences  of  practitioners  and  lay  public  in  the  
architecture  galleries  of  museums,  as  opposed  to  more  professionally  
focused  architecture  centers  or  schools,  the  challenge  is  to  exhibit  not  
simply  the  results  but  the  very  processes  and  the  larger  stakes  -­‐  creative,  
social,  economic,  even  ethical  -­‐  of  architectural  practices  in  a  world  that  
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demands  radical  change  (Bergdoll  and  Christensen,  2008,  n.p.,  emphasis  
added).    
  
He  also  notes  that  different  audience  expectations  or  levels  of  familiarity  with  
architectural  practices  are  a  factor  in  the  development  of  exhibitions.    Educating  
those  without  knowledge,  through  indications  of  process,  design  intention  
and  wider  social  implications  of  the  values  that  lead  design,  is  a  prime  concern.    
To  those  uninitiated  in  academic  or  industry-­‐led  design  discourses,  and  those  
living  outwith  main  urban  centres,  design  does  not  ‘become  known’  through  
exhibitions  and  events.    Although,  as  was  noted  above,  design  exhibitions  and  
museums  are  proliferating,  the  ubiquity  of  design  in  everyday  life  ensures  people  
are  immersed  within  it,  rather  than  reflecting  on  it.    Designed  objects  are  
familiar,  ‘designer’  goods  are  recognisable  through  international  brands.    Yet  an  
understanding  of  design  as  a  practice  that  involves  more  than  the  shaping  and  
styling  of  goods  is  still  underdeveloped.    Its  treatment  within  the  museum,  
although  growing,  remains  tied  to  conventions  associated  with  applied  and  
decorative  arts,  or  fine  art  itself.    It  also  suits  the  design  and  museum  industry  to  
continue  to  celebrate  and  promote  designers,  companies  and  products,  in  the  
pursuit  of  competitive  advantage.    This  is  not  to  say  that  these  points  of  view  and  
business  needs  are  not  a  valid  way  to  approach  design,  but  that  expanding  this  
repertoire  is  necessary  for  broadening  understanding  of  the  potential  of  design  
as  a  process  of  change.  
  
Exhibition	  examples	  
  
Throughout  the  research,  it  has  been  necessary  to  look  beyond  the  academic  
context  in  order  to  examine  the  framing  of  design  within  exhibitions,  and  to  
understand  curatorial  practice  in  the  realm  of  design  in  more  depth.    Experience  
in  the  field  is  a  valuable  way  of  gaining  insight  into  contemporary  practice.    
Seeking  to  understand  cultural,  social  and  creative  contexts  through  engaging  in  
observation  is  also  a  key  method  for  design  research,  regardless  of  discipline.    In  
this  section,  discussion  of  exhibitions  and  curatorial  practices  from  journalistic  
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sources  and  reviews  is  brought  together  with  analysis  from  the  field,  in  order  to  
reveal  the  different  ways  in  which  design  is  framed  and  communicated.  
  
A  notable  example  of  exhibition  seeking  to  deal  with  design’s  role  in  relation  to  
challenging  global  issues  is  the  ‘Design  for/with  the  other  90%’  initiative  by  the  
Cooper  Hewitt,  Smithsonian  Design  Museum  in  New  York.    The  blog  developed  
for  the  project  states  that:    
  
Professional  designers  traditionally  focused  on  10%  of  the  world’s  
population,  but  that  has  dramatically  changed  in  this  new  millennium.    
This  new  wave  of  designers  are  working  in  co-­‐creation  with  people  with  
limited  resources,  collaborating  cross-­‐sector  to  find  appropriate  
affordable  solutions,  utilizing  emerging  technology  that  bypasses  20th  
century  technology  “leapfrogging’  poorer  communities  into  the  21st  
century  (Smithsonian  Cooper-­‐Hewitt,  National  Design  Museum,  no  date,  
n.p.).  
  
Designer  and  writer  Peter  Stairs  (2007,  2011)  has  however  been  quite  critical  of  
this  initiative,  particularly  for  the  tendency  to  continue  to  mediate  from  a  ‘top-­‐
down’  perspective.    He  argues  that  a  lack  of  depth  to  the  context  of  the  projects  
showcased  within  the  exhibition  creates  partial  narratives,  which  celebrate  the  
design  and  designers  at  the  expense  of  those  ‘for’  or  ‘with’  whom  design  is  
supposed  to  be  done.    There  appears  to  be  a  need  to  question  the  approach  that  
is  taken  to  exhibition  here.    The  tendency  towards  celebration  and  promotion,  
means  that  examining  design’s  contribution  to  ‘challenges’,  risks  shifting  the  
focus  onto  the  designers  and  the  ‘solutions’  without  fully  considering  the  wider  
cultural  contexts  and  the  people  living  through  these  challenges  directly  (cf.  
Rawsthorn  2014b).    This  is  a  pertinent  consideration  for  examining  the  exhibition  
of  design,  as  strong  rhetoric,  and  what  Peter  Hall  has  called  ‘success  narratives’  
have  a  tendency  to  dominate  (Hall,  2014,  2013,  2009).    These  exhibitions,  in  
showing  particular  projects  (such  as  One  Laptop  Per  Child,  LifeStraw,  
Hipporoller)28  celebrate  the  solutions,  which  despite  their  promotion  in  the  press  
                                                                                                            
28
    See  http://one.laptop.org/;  http://lifestraw.com/;  http://www.hipporoller.org/  (Accessed:  2  December  2015).    See  also  
Peter  Stairs  (2007),  for  a  discussion  of  the  perceived  failure  of  these  projects.  
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and  laudable  aims,  may  not  always  be  as  successful  as  the  initial  reports  suggest  
(Stairs,  2007).      
  
Stairs  argues  that  by  being  far  removed  from  the  contexts  of  contemporary  
design  practices  (in  developing  countries  for  example),  creates  opportunity  for  
misinterpretation,  over-­‐statement  or  simply  an  inadequate  understanding.    
‘Remote  experience’  Stairs  argues,  ‘  is,  consequently,  one  of  the  issues  curators  
face  in  mounting  such  an  exhibition,  and  it  is  a  price  we,  in  the  West,  pay  for  our  
mediated  existence’  (Stairs,  2007,  original  emphasis,  n.p.).  
     
Otherwise  celebrated  and  popular  exhibition  projects  such  as  Design  and  the  
Elastic  Mind  (held  at  MoMA,  2008)  have  fallen  prey  to  criticisms  of  maintaining  
the  focus  on  object-­‐  and  aesthetic  judgment.    Senior  curator  at  New  York’s  
Museum  of  Modern  Art,  Paola  Antonelli  is  one  of  the  most  prominent  design  and  
architecture  curators  globally.    Her  pioneering  programme  has  included  
exhibitions  on  the  future  design  of  work  and  work  environments  (Workspheres,  
2001),  the  relationship  between  science,  technology  and  design  (Design  and  the  
Elastic  Mind,  2008),29  and  the  communicative  nature  of  design  practices  (Talk  to  
Me,  2011).30    Both  Design  and  the  Elastic  Mind  and  Workspheres  although  
generally  well  received  by  the  public,  have  been  subject  some  criticism  for  the  
curatorial  position  adopted.      
  
Design  and  the  Elastic  Mind  was  said  to  break  new  ground  in  the  selection  of  
compelling  examples  of  design  practice,  which  challenged  disciplinary  
boundaries  and  explored  social,  ethical  and  political  issues.    However,  the  
curatorial  premise  relied  on  the  objects  to  convey  the  complexity  of  the  wider  
projects.    Design  historian  and  theorist  Christina  Cogdell  (2009)  argues  that  the  
objects  were  grouped  together  in  such  a  way  as  to  maintain  a  modernist  rhetoric  
of  technological  progress,  which  is  anachronistic  to  the  times  in  which  we  find  
                                                                                                            
29  See  the  exhibition  website  at  http://www.moma.org/interactives/exhibitions/2008/elasticmind/  (Accessed  2  
December  2015).  
30
  See  the  exhibition  website  at  http://www.moma.org/interactives/exhibitions/2011/talktome/  (Accessed  2  December  
2015).  
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ourselves.    This  ‘ideologically  narrow,  dated  and  discredited  discursive  frame’  
(Cogdell,  2009,  p.  98)  arguably  stifles  richer  understanding  of  contemporary  
pluralistic  culture.    Workspheres  was  accused  of  sidestepping  the  relationships  
and  interactions  that  design  creates,  the  politics  of  workplaces  and  how  
designers  design  for  the  user  experience,  in  favour  of  a  sleek  display  of  
conceptual  products  (Thackara,  2005).    In  some  ways,  this  seems  a  harsh  
criticism,  given  the  challenges  of  tackling  ‘relationships  and  interactions’  and  ‘the  
politics  of  workplaces’.    But  in  this  changed  context  of  design,  addressing  the  
question  of  how  to  reframe  exhibition  narratives  to  focus  on  the  activities  and  
attitudes  involved  in  designing  workplace  interactions,  rather  than  the  aesthetic  
concerns  of  workplace  ‘furniture’,  is  part  of  the  challenge  being  faced.      
  
In  a  reflective  moment,  Antonelli  (Antonelli  and  Simpson,  2006)  has  suggested  
that  in  hindsight,  where  the  Workspheres  exhibition  was  most  successful  was  in  
its  inclusion  of  experimental  projects,  rather  than  in  the  display  of  finished  
products.    This  highlights  that  the  traditional  model  of  design  as  presented  in  
exhibitions  is  becoming  problematic,  as  is  perhaps  the  static  exhibition  format  
for  really  exploring  the  iterative,  collaborative,  provisional  nature  of  much  design  
activity,  and  the  circumstances  in  which  design  is  experienced.    At  the  time  of  
developing  Workspheres,  however,  Antonelli  states  her  intention  was  to  show  
that  designers  were  beginning  to  tackle  issues  of  necessity  and  flexibility  in  the  
workplace.    Whether  she  succeeded  is  therefore  arguable,  but  interestingly,  this  
reflective  admission  highlights  that  each  exhibition  is  a  point  in  a  process  of  
evolution  and  emergence  for  the  design  curator:  she  is  prototyping  with  each  
project  undertaken,  and  learning  from  the  results.    Curator  and  Director  of  the  
Museum  of  Art  and  Design  (MAD)  in  New  York,  Glenn  Adamson  (2012),  similarly  
notes  that  the  contextual  milieu  of  the  financial  crisis  may  have  been  one  
influence  upon  how  he  and  co-­‐curator  Jane  Pavitt  developed  the  tone  and  
content  for  the  exhibition  Postmodernism:  Style  and  Subversion  1970-­‐1990  at  
the  V&A.    With  the  public  nature  of  exhibitions  attracting  criticism,  opinion  and  
questions,  these  curators  appear  to  accept  that  the  ongoing  activity  of  curating  
requires  learning  in  public  (Baert,  1996).      
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Adamson  (2015)  has  noted  at  least  three  curatorial  approaches  within  his  own  
practice,  based  in  the  context  of  the  museum:  curating  ‘from  the  Head’,  ‘from  
the  Hip’  and  ‘from  the  Heart’  (Adamson,  2015).    The  first  is  an  approach  involving  
in-­‐depth  historical  and  object-­‐based  research  around  the  construction  of  a  
central  theme,  using  theoretical  frameworks  to  shape  the  narrative.    The  second  
is  an  ‘instinctive  gesture’,  using  contemporary  subject  matter,  and  a  conceptual  
premise  developed  over  a  period  of  weeks,  instead  of  a  period  of  years  (as  with  
the  first).    The  third  is  the  development  of  a  personal  interest,  based  upon  an  
experience  and  an  emotional  reaction,  privileging  honest  exposure  of  the  
curatorial  premise,  rather  than  adopting  an  authoritative,  objective  position  (as  
with  the  first  approach).    This  third  approach  eschews  a  heavily  theoretical  focus,  
or  a  didactic  narrative,  in  favour  of  seeking  the  development  of  an  emotional  
experience  for  the  audience  to  engage  with.      
  
All  three  of  these  approaches  remain  object-­‐based.    The  narrative  of  the  
exhibition,  in  each  case,  is  researched,  constructed  and  displayed  in  different  
ways.    Each  approach  is  considered  from  a  central  curatorial  position  or  desire,  
and  varies  in  how  structured  the  narrative  is  in  terms  of  telling  an  authoritative  
account  of  history,  or  offering  a  subjective  expression  and  emotional  response.    
Taking  responsibility  for  how  the  position  of  narrative  is  revealed  to  the  audience  
arises  here  as  part  of  the  curatorial  approach.    Paola  Antonelli  admits  to  her  own  
desire  for  creative  control:  
  
[A]ll  exhibitions  need  a  strong  idea  to  begin  with.    When  I  organize/curate  
a  thematic  show,  I  try  to  really  shape  the  idea  so  that  things  fall  into  place  
and  what  doesn’t  belong  is  shed…  I  tend  to  prefer  thematic  shows  
because  I’m  a  little  more  egocentric!    They  allow  me  to  speak  my  own  
mind  authoritatively  (Antonelli  and  Simpson,  2006,  p.  90).  
  
There  is  no  pretence  here  of  a  ‘neutral’  presentation  of  design.    Antonelli  sees  
herself  as  having  an  influential  position,  and  accepts  this  responsibility.    
However,  is  this  authorial  stance  made  clear  within  the  exhibition,  as  the  
curator’s  own  point  of  view  (however  rooted  in  research)?    The  international  
reputation  of  an  institution  like  MoMA,  and  of  Antonelli  herself,  begs  the  
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question  of  whether  these  narratives  are  taken  by  audiences  as  authoritative,  
and  indicative  of  design  as  a  whole,  when  in  fact  they  are  cultural  constructions,  
developed  from  a  particular  epistemological  position.        
  
Although  in  some  cases  the  curatorial  voice  is  acknowledged  (in  the  press  if  not  
necessarily  within  the  exhibition  itself),  as  noted  above  there  remains  a  
recognition  that  speaking  on  behalf  of  others  has  been  problematic  (Ferguson,  
1996;  Fisher,  1996;  Karp  and  Lavine,  1991;  Noriega,  1999;  Teitelbaum,  1996)  and  
that  there  is  a  requirement  to  acknowledge  the  position  of  co-­‐called  ‘authority’.    
As  curator  Bruce  Ferguson  (1996)  has  noted:    
  
Who  speaks  TO  and  FOR  WHOM  and  UNDER  WHAT  CONDITIONS  as  well  
as  WHERE  and  WHEN  the  particular  utterance  occurs  are  significant  
questions  that  can  be  asked  of  any  communications  performance  
(Ferguson,  1996,  p.  183,  original  emphasis).  
  
Exhibitions  are  therefore  a  particular  language  of  institutions  (Bal,  1996).    
Knowing  who  has  crafted  a  particular  exhibition,  and  why,  may  be  vital  factors  in  
opening  up  the  design  discourse  by  making  visible  their  authored  nature.    
  
Exhibitions	  in	  the	  field	  
Throughout  the  course  of  the  research  study,  a  variety  of  exhibitions  and  events  
have  been  visited,  predominantly  at  venues  within  the  UK.31    Currently,  major  
exhibitions  of  design  do  not  often  occur  in  the  UK  outside  of  London.    In  order  to  
gain  access  to  the  type  of  exhibitions  that  reach  wide  audiences,  the  purposeful  
decision  was  taken  to  visit  temporary  exhibitions  of  design,  situated  in  
prominent,  nationally  significant  venues,  such  as  the  V&A,  the  Design  Museum  
London,  and  the  Barbican.32    These  are  regarded  as  engaging  in  work  of  national  
                                                                                                            
31
  It  is  acknowledged  that  this  offers  a  limited  sample  of  practice  internationally.    The  limitations  of  PhD  project  funding  
restrict  extensive  travel  to  other  countries  to  experience  exhibitions  first  hand.      
32
  Other  small  venues  were  also  visited  to  gain  a  broad  perspective,  although  these  are  not  focused  on  within  the  thesis.  
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or  international  quality,  and  are  thus  influential  in  disseminating  particular  
narratives  and  positions.  
  
Exhibitions  were  chosen  for  relevance  to  the  research  subject  of  design  
innovation  although  this  was  interpreted  quite  broadly,  in  order  to  ascertain  
from  the  exhibitions  themselves  how  design  or  innovation  was  being  framed,  
rather  than  imposing  this  from  the  outset.    The  main  approach  to  analysis  was  to  
break  the  exhibition  down  into  its  constituent  parts,  considering  their  potential  
meaning  as  individual  entities,  as  well  in  combination.    Appendix  A  gives  a  fuller  
outline  of  the  approach  taken  and  the  insights  developed  through  this  aspect  of  
the  research.    Within  this  section  only  key  insights  that  are  pertinent  to  the  
research  are  given.33  
  
Broadly  speaking,  the  subjects  of  the  exhibitions  visited  throughout  the  research  
have  included:    
  
• Industrial  and  product  design  –  e.g.  Design  Research  Unit  1942-­‐1972,  
Cooper  Gallery,  2011;  Terence  Conran:  The  Way  We  Live  Now,  Design  
Museum,  2012;  British  Design  1948-­‐2012:  Innovation  in  the  Modern  Age,  
V&A,  2012  
• Design  movements  –  e.g.  Bauhaus:  Art  as  Life,  Barbican,  2012;  Pop  Art  
Design,  Barbican,  2013  
• Jewellery  design  –  e.g.  Unexpected  Pleasures:  The  Art  and  Design  of  
Contemporary  Jewellery,  Design  Museum  2012;  Wendy  Ramshaw:  Room  
of  Dreams,  Dovecot  Studios,  2013    
• Fashion  and  textiles  –  e.g.  Nuno:  Japanese  Textiles,  Dovecot  Studios,  
2012;  Christian  Louboutin:  20  Years,  Design  Museum,  2012;  Club  to  
Catwalk:  London  Fashion  in  the  1980s,  V&A,  2013;  Fleece  to  Fibre:  the  
Making  of  the  Large  Tree  Group  Tapestry,  Dovecot  Studios,  2013;  Isabella  
Blow,  Somerset  House,  2013;  Hello:  My  Name  is  Paul  Smith,  Design  
Museum,  2013    
• Making  and  manufacturing  –  e.g.  Power  of  Making,  V&A,  2011;  
Heatherwick  Studio:  Designing  the  Extraordinary,  V&A,  2012;  The  Future  
is  Here:  A  New  Industrial  Revolution,  Design  Museum  2013;  3D  Printing  
                                                                                                            
33
  Appendix  A  also  gives  some  indication  of  the  methodological  approach  of  the  research.    It  may  be  useful  to  read  
Sections  1-­‐4  of  the  Chapter  Four  –  Methodology,  alongside  Appendix  A  in  order  to  connect  the  methodological  approach  
to  the  analysis  of  exhibitions.  
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the  Future,  Science  Museum  London,  2013;  Added  Value,  St  Andrews  
Museum  (Crafts  Council  touring  exhibition)  2013;  In  the  Making,  Design  
Museum,  2014  
• Architecture  -­‐  e.g.  OMA/Progress,  Barbican,  2012;  Common  Ground:  
Venice  Architecture  Biennale  2012;  Ice  Lab,  The  Lighthouse  Glasgow,  
2013;  Sensing  Spaces,  Royal  Academy  of  Arts,  2013    
• Graphic  design  and  visual  communication  –  e.g.  Wim  Crouwel:  A  Graphic  
Odyssey,  The  Lighthouse  Glasgow  2013;  Memory  Palace,  V&A  2013    
• Design  fictions  –  e.g.  United  Micro  Kingdoms:  A  Design  Fiction,  Design  
Museum  2013  
• Design  competitions  or  annual  reviews  –  e.g.  Designs  of  the  Year  &  
Designers  in  Residence,  Design  Museum,  2012,  2013  
  
These  subject  categories  relate  either  to  collections  and  traditional  design  
disciplines,  individual  designers  or  companies,  themes  and  emerging  trends  
(critical  design/design  fictions)  or  competitive  annual  prizes  or  programmes.    
Figure  7  places  exhibitions  visited  in  a  relational  map,  focusing  on  the  main  
theme  or  subject.  
  
   115  
  
  
  
  
  
  
Figure  7:  A  map  indicating  the  primary  focus,  subject  or  theme  of  exhibitions  visited  
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Many  of  the  design  exhibitions  visited  placed  a  central  emphasis  on  the  
outcomes  of  design  processes  and  foregrounded  the  personalities  of  designers.    
In  some  ways  the  outcome  or  product  of  design  can  be  seen  as  a  ‘black  box’:  a  
term  (originally  from  cybernetics)  used  by  sociologist  Bruno  Latour  (1987)  to  
describe  the  end  result  of  a  long  process,  in  which  the  messy  trials  and  
tribulations  of  the  research  have  been  removed  and  the  ‘findings’  or  ‘facts’  
presented.    All  of  the  difficulties,  questions,  and  controversies  that  marked  the  
development  of  the  result,  are  pulled  together  into  a  coherent  ‘answer’  that  
masks  the  complexity  of  the  process.    This  is  readily  done  in  exhibition,  where  
the  ‘outcome’  is  the  answer  to  all  of  the  many  questions  posed  and  puzzled  on  
throughout  the  journey  of  design.  
  
The  exhibition  Terence  Conran:  The  Way  We  Live  Now  revealed  links  between  
design,  cultural  trends  and  changes  in  society,  but  it  did  so  through  the  lens  of  
the  designer  as  ‘heroic  cultural  figure  leading  the  avant  garde’  (Buchanan,  1998,  
p.  3).    There  is  no  denying  the  influence  of  designer-­‐entrepreneurs  such  Terence  
Conran,  however,  in  order  to  extend  understanding  of  the  transformation  in  
design,  and  its  transformational  potential,  exhibitions  must  exceed  this  arguably  
limiting  frame.    Similarly,  In  the  Making  was  an  exploration  of  the  manufacturing  
process,  and  was  useful  in  drawing  attention  to  this  vital  aspect  of  design  and  
development,  but  this  exhibition  arguably  refocused  attention  on  the  well-­‐
known  designer-­‐curators  (Barber  and  Osgerby).    The  approach  to  display,  
(bathing  half-­‐manufactured  objects  in  pools  of  light  with  ‘do  not  touch’  signs  
firmly  in  place)  can  also  be  seen  as  an  aestheticization  and  indeed  fetishization  of  
process,  which  may  be  unhelpful  in  moving  past  a  focus  on  design  as  an  art  
object.        
  
Heatherwick  Studio:  Designing  the  Extraordinary  was  an  undeniable  celebration  
of  a  ‘genius’  designer  and  his  burgeoning  practice,  but  this  celebration  was  also  
focused  on  making  and  materials.    This  drew  attention  to  the  materiality  of  
design  as  a  way  of  thinking,  through  material  experimentation  and  exploration.    
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It  could  be  argued  that  it  was  also  an  aestheticization  of  process,  through  the  
design  of  the  exhibition.    Key  lighting  pinpointed  the  recognisable  sketching  and  
prolific  building  of  prototypes,  yet  the  exhibition  also  drew  attention  to  
seemingly  mundane  aspects  such  as  client  consultation  and  collaboration.    
Through  foregrounding  the  physicality  of  design  thinking  in  relation  to  the  nature  
of  the  designer-­‐client  relationship,  the  exhibition  attempted  to  shed  a  more  
multifaceted  light  on  the  praxical  nature  of  design.    
  
One  of  the  exhibitions  visited  was  deliberately  being  playful  and  perhaps  
provocative  in  its  extremely  self-­‐aware  approach  to  selection  and  display.  
OMA/Progress  employed  an  overt  curatorial  strategy,  talking  directly  to  the  
audience  and  making  use  of  a  pre-­‐used  exhibition  structure  to  display  an  
incredible  plethora  of  images,  models,  architectural  plans,  emails,  questions  and  
annotations.    This  sought  to  indicate  both  the  mundane  and  significant  everyday  
working  practices  of  an  architectural  firm,  but  particularly  drew  attention  to  
exhibition  representation  as  a  deliberate  creative  strategy.    This  displaces  the  
viewer  from  following  a  specific  narrative,  and  demands  reflection  on  not  only  
the  content  of  the  exhibition,  but  the  manner  of  how  it  has  been  brought  
together.    
  
Leading  with  questions  rather  than  answers  was  also  an  approach  adopted  in  
The  Future  is  Here:  A  New  Industrial  Revolution.    As  a  snapshot  of  current  
activity,  it  appeared  to  be  open  to  the  fact  that  in  an  emerging  area,  a  museum  
has  to  announce  that  it  does  not  have  all  the  answers.    Yet  the  museum  appears  
to  retain  an  authoritative  position  through  being  attuned  to  these  ongoing  
societal  changes,  and  exposing  the  need  for  their  inquiry.  
  
The  use  of  fiction  as  a  way  into  design  contexts  has  also  been  an  interesting  
development,  both  within  Memory  Palace  as  well  as  in  United  Micro  Kingdoms:  
A  Design  Fiction  (UMK),  which  was  a  project  by  Critical  Design  practitioners  
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Anthony  Dunne  and  Fiona  Raby.34    These  exhibitions  took  quite  different  
approaches.    Memory  Palace  potentially  allowed  the  entire  context  of  the  
exhibition  to  draw  attention  to  the  role  of  design  in  shaping  our  experience  
(indirectly,  through  the  story  of  a  dystopian  future).    This  is  potentially  a  subtle  
approach  to  considering  how  design  contributes  to  innovation  (or  conversely  
contributes  to  larger  problems  in  the  world).    UMK  served  as  an  introduction  to  
the  practice  of  design  fictions,  as  well  as  an  exemplification.    Dunne  and  Raby’s  
practice  is  rooted  in  research  and  education,  and  so  the  exhibition  itself  also  
becomes  a  means  of  sharing  this  type  of  design  thinking  with  audiences.    The  
challenge  here  is  in  balancing  different  strands  of  this  type  of  subject:  how  to  
convey  the  intellectual  explorations  of  speculative  scenario  building;  the  use  of  
making  and  prototyping  to  drive  ideas;  the  purpose  of  working  in  this  way  to  
push  at  the  boundaries  of  how  we  both  envisage  design  practice,  and  what  that  
design  practice  can  actually  do  to  change  perceptions  of  how  we  live  in  a  
technological  world.35    There  are  no  definitive  answers  to  this,  but  it  is  important  
that  these  kinds  of  exhibitions  are  being  given  space  to  explore.  
  
Although  not  outlined  in  the  list  above,  it  is  also  interesting  to  consider  an  online  
practice,  such  design  writer  and  curator  Alice  Rawthorn’s  Instagram36  feed,  as  an  
exhibition  in  instalments.    It  has  the  capacity  for  illuminating  design  by  combining  
image  and  object,  thematically,  over  time.    Rawsthorn  provides  a  cultural  
commentary  that  invites  participation  from  people,  and  has  the  capacity  to  reach  
diverse  audiences  (as  long  as  they  engage  with  social  media).37    It  is  also  easy  to  
consume  –  one  post  per  day  –  and  can  be  accessed  at  any  time.    The  sense  of  
authoritative  knowledge  is  combined  here  with  an  informal,  institutionally  
independent  position,  which  is  quite  unique.    The  freedom  from  the  need  to  
create  physical  displays  allows  a  hugely  diverse  potential  subject  selection.    This  
does  not  negate  the  need  to  create  exhibitions  in  physical  locations.    It  may  
                                                                                                            
34
  See  the  project  and  exhibition  website  at  http://www.unitedmicrokingdoms.org/  (Accessed:  3  September  2015).  
35
  See  also  Scholze  (2016)  and  Russell  (2015)  for  a  discussions  and  critiques  of  the  approach  of  this  exhibition.  
36
  Instagram  is  a  social  media  tool  which  allows  users  to  share  images  and  text  together  in  a  public  profile.    See    
https://www.instagram.com/about/us/  for  more  details  (Accessed:  1  December  2015).  
37
  Inevitably  this  is  self-­‐selecting,  and  those  interested  in  design  are  most  likely  to  ‘follow’  Rawsthorn.    However  this  does  
not  necessarily  diminish  the  capacity  of  the  form  to  both  educate  and  inform,  in  an  engaging  way.      
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however  offer  some  purchase  on  beginning  to  open  up  the  tone,  subject  matter,  
temporal  frameworks,  combination  of  forms  and  intentions  behind  exhibitions,  
and  how  they  are  used  to  engage  with  audiences  in  different  ways.      
  
This  shift  to  considering  the  potential  of  the  online  space  highlights  part  of  the  
challenge  faced  by  physical  exhibition  for  design.    In  the  exhibition,  how  can  we  
access  the  rationale  for  the  process,  make  visible  and  discuss  the  questions,  the  
puzzles,  the  assumptions  and  worldviews  of  all  of  those  people  involved  in  
design,  when  what  we  have  are  objects  to  display?    Often  the  design  context  
becomes  reduced  to  the  display  of  an  object  with  only  a  minimal  amount  of  
contextual  support.    This  approach  arguably  only  scratches  the  surface  of  both  
the  deeper  design  problem  and  the  process  developed  to  explore  it.    Even  
exhibitions  such  as  Heatherwick,  primarily  dealing  in  the  design  process  through  
exhibiting  material  explorations,  still  maintain  the  focus  of  the  designed  object  
(and  the  successful,  ‘hero’  designer).    What  of  design  processes  and  practices  
which  do  not  result  in  objects,  but  in  intangible  service  experiences,  changes  in  
organisational  values,  or  indeed  new  organisations  to  address  social  needs?      
  
Visual	  appeal	  and	  the	  object	  
Museums  explore  and  expose  contemporary  practices  as  part  of  a  varied  
programme  of  events  and  experiences.    Yet  the  historical  nature  of  collections  
means  that  different  approaches  are  required  for  historical  objects  than  
contemporary  practices.    As  noted  above,  the  shifts  in  the  contexts  for  design  are  
taking  it  into  areas  such  as  service  and  experience  design,  where  outcomes  are  
less  tangible  than  the  results  of  industrial  design  processes.    The  effectiveness  of  
design  activity,  
  
is  judged  more  in  achieving  the  most  appropriate  combination  and  use  of  
different  disciplines  and  the  best  relationship  with  end-­‐
users...contrast[ing]  obliquely  with  a  discourse  which  invests  its  values  
solely  in  the  formal  characteristics  of  the  object  (Julier,  2008,  p.  52).      
  
   120  
  
Within  the  museum  then,  design  treads  a  difficult  path  between  a  perceived  
need  to  retain  a  focus  on  the  material  aspects  of  the  object,  and  the  
development  of  understanding  relating  to  the  immaterial  practices  associated  
with  its  production.    To  this,  we  also  consider  the  immateriality  of  designing  itself  
as  a  methodology.    
  
To  cite  Paola  Antonelli  again,  she  has  admitted  readily  to  the  reality  of  working  
within  a  modern  art  museum  (Antonelli,  2014;  Antonelli  and  Simpson,  2006).    
She  states:          
  
The  MoMA  is  after  all  an  art  museum  so  the  work  does  need  to  have  
some  sort  of  aesthetic  quality…  for  now  it  is  more  about  conceptual  
design  that  has  a  realness  to  it.    I  think  what  we  are  attempting  to  do  is  
use  aesthetics  as  a  means  of  communication  (Dezeen,  2014,  n.p.).  
  
The  constraints  of  the  museum  are  also  highlighted  in  a  discussion  (Adamson,  no  
date)  between  curator  and  Director  of  the  Museum  of  Art  and  Design  (MAD)  in  
New  York,  Glenn  Adamson  and  curator  in  the  Theatre  and  Performance  
department  at  the  V&A,  Victoria  Broackes.    This  interview  took  place  during  the  
exhibition  David  Bowie  Is,  which  focused  on  the  musician’s  work  and  life  through  
the  objects  and  materials  in  his  archive.    The  attitude  to  what  the  V&A  believe  is  
a  requirement  of  exhibitions  is  brought  to  the  fore:        
  
GA:  Vicky,  can  I  ask  you  to  say  a  little  bit  more  in  detail  about  how  the  
V&A  approaches  pop  music  and  curating  this  material?  
  
VB:  I  mean  for  a  start  we  need  things  to  look  at,  and  that’s  not  necessarily  
the  case  maybe  in  a  music  museum  where  you  can  do  it  through  sound  
and  you  can  look  at  musical  instruments  and  things.  We  actually  need  a  
visual  culture…  
  
GA:  Because  we  need  original  artefacts  of  incredible  visual  appeal,  
basically.    
  
VB:  Yeah,  I  think  we  do,  at  this  stage  I  think  we  do.    Although  it’s  an  
interesting  question  actually,  because  if  we’re  saying  that  music  now  
represents  the  world  in  a  way  that  in  the  Renaissance  you  might  have  
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used  painters  to  represent  the  world,  then  we  may  have  to  get  over  that  
(Adamson,  no  date,  n.p.).  
  
Visual  appeal  is  a  dominating  force  within  exhibition,  and  yet  there  is  the  
realisation  that  this  is  problematic  for  many  forms  –  even  design,  which  often  
results  in  objects  of  ‘incredible  visual  appeal’.    The  problem  here  is  that  the  
presence  of  the  object  can  arguably  dominate,  and  the  activity  –  the  intellectual  
and  material  process  of  design  –  remains  hidden  (Michaëlis,  2014).    For  design  to  
be  understood  in  an  expanded  frame,  using  visual  aesthetics  as  a  dominant  
means  of  communication  has  to  be  balanced  with  additional  contextual  support  
that  does  not  capitulate  to  modernist  rhetoric  in  a  post-­‐modern  time.      
  
A  more  recent  curatorial  experiment  that  explores  the  challenges  of  the  
aesthetic  and  object-­‐focussed  nature  of  exhibitions  is  the  online  platform  Design  
and  Violence  (2013-­‐2015).38    Antonelli  and  the  team  at  MoMA  invited  experts  
from  interdisciplinary  fields  to  share  their  responses  to  selected  objects  that  
suggest  relationships  between  design  and  violence.    As  a  web-­‐based  project,  it  
invites  online  audience  discussion  through  the  comments  facility,  complemented  
by  online  and  in-­‐person  discussion  at  a  series  of  debates  held  at  MoMA  itself.    
Antonelli  (2014)  explains  the  reason  for  choosing  an  online  platform,  as  opposed  
to  a  physical  exhibition:    
  
It's  a  very  simple  WordPress  site.  Why?  Because  I  didn't  want  to  wait.  I  
had  this  idea  that  came  when  I  first  read  about  the  3D  printed  gun,  about  
two  years  ago.    I  remember  that  my  jaw  dropped.  My  jaw  dropped  
because  I  realized  how  naïve  I  had  been  until  that  moment.  I  had  kept  on  
thinking  that,  "Oh,  designers  take  a  Hippocratic  oath."  Or,  "Oh,  designing  
is  good.  Technology  is  good."  And  then  here,  all  of  a  sudden,  open  source  
was  used  for  deviant  purposes  and  3D  printing  enabled  people  to  make  
guns  at  home  (Antonelli,  2014,  n.p.).  
  
This  is  an  abrupt  realisation  of  design  as  a  human  activity,  motivated  by  human  
values.    It  clearly  illustrates  that  object,  aesthetic  or  discipline-­‐focussed  
approaches  to  exhibition,  that  edit  out  the  situated  nature  of  design  activity,  
                                                                                                            
38
  See  the  project  website  http://designandviolence.moma.org/  for  more  details.  (Accessed:  4  February  2016).  
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neglect  the  intentions,  mindsets  and  ideologies  of  those  involved  in  the  design  
process,  as  well  as  those  who  curate  the  results.    By  choosing  the  
informationally-­‐rich  possibilities  of  a  web  platform,  images  of  objects  and  
projects  can  be  juxtaposed  with  testimony  attributed  clearly  to  different  
‘experts’  across  fields,  links  to  further  information,  and  the  views  and  opinions  of  
people  that  choose  to  comment  on  the  views  presented.    Rather  than  static  
objects  on  plinths,  which  draw  attention,  and  give  significance  to  shape,  form  
and  materials,  the  website  focuses  attention  on  the  contextual  significance.    In  
art  historian  Stephen  Greenblatt’s  (1991)  terms,  it  prioritises  a  ‘resonant’  
engagement  with  the  situation,  rather  than  provoking  ‘wonder’  at  the  visual  
aesthetic  (although  this  may  also  be  an  affect).    
  
Resonance  and  wonder  are  positioned  by  Greenblatt  as  two  distinct,  yet  
interconnected  models  for  the  exhibition  of  works  of  art.    They  refer  to  the  
experience  of  the  viewer,  in  relation  to  what  is  displayed.    It  is  not  for  the  
insistence  on  either  one  of  these  models  for  design  that  these  terms  are  brought  
up  here,  but  to  highlight  a  sense  that  transfers  to  design  through  its  association  
with  aesthetic  contemplation.    A  definition  from  Greenblatt  is  helpful  here:  
  
By  resonance  I  mean  the  power  of  the  displayed  object  to  reach  out  
beyond  its  formal  boundaries  to  a  larger  world,  to  evoke  in  the  viewer  the  
complex,  dynamic  cultural  forces  from  which  it  has  emerged  and  for  
which  it  may  be  taken  by  a  viewer  to  stand.    By  wonder  I  mean  the  power  
of  the  displayed  object  to  stop  the  viewer  in  his  or  her  tracks,  to  convey  
an  arresting  sense  of  uniqueness,  to  evoke  an  exalted  attention  
(Greenblatt,  1991,  p.  42).  
  
These  are  not  necessarily  two  discrete  models  of  exhibition,  in  that  both  
resonance  and  wonder  can  and  should  be  combined  if  an  exhibition  is  to  have  
some  affect  on  a  viewer.    For  Greenblatt  there  is  still  an  important  place  for  
celebrating  artistic  ‘genius’.    With  too  much  contextualization  there  is  the  danger  
of  sacrificing  ‘visual  wonder  centered  on  the  aesthetic  masterpiece’  (ibid.,  p.54).    
Arguably,  this  is  a  dangerous  position  to  take  in  relation  to  design.    It  focuses  
attention  on  the  creative  genius  of  the  ‘artist’,  the  final  product  of  design  activity  
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and  effectively  closes  the  importance  of  the  iteration  and  development  that  is  
the  work  of  design.    But  the  designations  of  resonance  and  wonder  are  still  
useful,  in  that  they  point  to  what  it  is  that  this  balance  of  contextual  significance,  
visual  interest  and  ‘exalted  attention’  brings  to  exhibition.  
  
Moving  back  to  the  instance  of  Design  and  Violence  above,  the  resonance  that  is  
possible  through  the  web  platform  gives  precedence  to  the  opinions  of  the  
contributors  and  the  questions  they  propose  (possibly  substituting  valorisation  of  
the  designer  for  valorisation  of  the  commentator).    Although  images  that  
represent  designed  objects,  services  or  interactions  are  included,  these  are  here  
as  indications  of  the  discussion  topic,  and  the  wider  social  and  cultural  impacts  of  
design  activity.    Despite  the  potential  emphasis  on  the  voices  of  the  
commentators,  the  discussion  of  design  is  taking  place  at  a  level  beyond  the  
physical  qualities  of  the  objects.      
  
Julier  (2006,  p.  66)  has  suggested  that  there  are  two  ways  in  which  visual  culture  
has  come  to  be  understood:  an  essentialist  view,  where  the  visual  is  seen  as  the  
medium  of  modernity,  and  a  more  complex  view,  where  the  visual  is  ‘an  intrinsic  
and  important  social  and  cultural  expression  of  our  times’.    The  visual  is  
undeniably  part  of  how  we  engage  in  the  world,  yet  it  is  easy  to  allow  the  
exhibition  of  designed  objects  to  be  expressed  more  within  the  manner  of  the  
essentialist  view.    When  design  is  subsumed  under  a  predominantly  visual  
framework,  the  embodied  nature  of  engagement  with  things  in  the  world  is  
arguably  diminished.    The  focus  on  the  viewed  object  at  the  expense  of  
acknowledging  the  agency  and  cultural  embeddedness  of  the  viewing  subject,  
neglects  analysis  of  how  the  intentions  and  results  of  design  activity  structure  
our  everyday  experiences.      
  
There  is  work  to  be  done  in  balancing  the  primacy  of  the  visual  with  the  
contextual  depth  needed  for  delving  into  the  methodological  force  of  design  
innovation.    Design  and  Violence,  Rawsthorn’s  Instagram  series  and  other  online  
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‘exhibitions’39  are  arguably  approaches  which  go  some  way  towards  addressing  
this  –  and  yet  the  problem  of  the  representation  of  design  within  physical  
exhibitions  remains.    These  modes  of  communication  will  not  be  abandoned  by  
museums,  galleries,  public  bodies,  private  companies  and  for  commercial  means.    
Therefore  there  is  still  work  to  do  in  re-­‐addressing  the  messages  that  are  being  
constructed,  and  how  they  are  being  communicated.      
  
Section	  4	  -­‐	  Summary:	  constructing	  and	  communicating	  design	  in	  the	  
museum	  context	  
	  
This  chapter  has  examined  the  museum  context,  and  explored  the  practices  of  
curating  and  exhibition-­‐making,  bringing  in  the  perspective  of  design.    The  
museum  itself  has  been  revealed  as  a  shifting  concept,  where  traditional  notions  
of  authority  mix  with  a  new  need  to  attend  to  and  provide  services  for  a  
demanding,  engaged  and  connected  public  audience.    With  the  necessity  for  
organisations  to  innovate  to  remain  relevant  to  visitors,  and  to  navigate  
challenging  economic  circumstances,  it  becomes  vital  to  examine  and  question  
the  type  of  products  and  services  (such  as  exhibitions)  that  museums  create  to  
engage  their  visitors.    Understanding  how  these  can  respond  to  the  
transformations  within  design  is  potentially  a  way  to  support  organisational  
innovation.  
  
The  gap  in  the  curatorial  literature  in  relation  to  design  curation,  in  institutional  
contexts  and  beyond,  has  required  the  research  to  turn  to  an  exploration  of  the  
field.    Examples  from  key  industry  sites  and  actors  have  been  discussed,  with  the  
aim  of  developing  an  understanding  of  approaches  and  attitudes  to  curatorial  
practice,  in  the  context  of  design.    There  is  a  sense  that  changes  have  to  be  
made,  and  a  shift  is  needed.    One  aspect  of  this  is  that  the  industrial  age  values  
                                                                                                            
39
  See  for  example  Liz  Farrelly’s  (2016,  pp.  174–175)  discussion  of  MoMA’s  Talk  to  Me  exhibition  and  its  online  
counterpart.    See  the  website  at  http://www.moma.org/interactives/exhibitions/2011/talktome/objects/  (Accessed:  2  
December  2015)  and  the  Design  and  the  Elastic  Mind  exhibition  website  for  further  examples  
http://www.moma.org/interactives/exhibitions/2008/elasticmind/  (Accessed:  2  December  2015).  
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that  still  underpin  the  display  of  objects  (particularly  within  the  museum)  are  no  
longer  sufficient  for  extending  understanding  of  the  complex  contexts  and  
activities  of  design  today.    The  object-­‐based  paradigm  of  the  museum,  and  
indeed  of  the  exhibition  in  its  traditional  form,  is  a  distinct  challenge  for  
addressing  the  complexity  of  design  as  a  process  of  innovation.    The  primacy  of  
the  visual,  and  visual  appeal,  as  an  overriding  factor  in  the  development  of  the  
museum  exhibition  has  also  been  noted.    Finding  different  frames  and  methods  
to  contextualise  the  many  facets  of  contemporary  design  practice  is  a  key  
concern  amongst  those  situated  at  the  crossroads  of  design,  the  museum  and  
curatorial  practice.    There  is  as  yet  however  no  firm  foundation  within  academic  
discourse  as  to  how  to  inaugurate  the  shifts  needed  to  move  this  practice  
forward.    
    
The	  Research	  Question	  
The  approach  taken  to  contextual  review  across  this  chapter  has  sought  to  gain  a  
deeper  understanding  of  how  design  is  being  explored  and  framed  within  
current  practice.    When  brought  together  with  the  previous  chapter  exploring  
design  and  innovation,  this  chapter  recognises  the  contested  nature  of  the  
different  elements  that  connect  across  the  research:  design,  innovation,  the  
museum  and  the  aims  and  approaches  of  curating.    It  offers  a  sense  of  the  
shifting  sands  upon  which  each  element  rests,  and  how  deeply  they  are  
connected  when  considering  a  suitable  research  approach  for  further  
investigation.    A  dynamic,  interconnected  context  demands  a  flexible,  holistic  
approach  that  can  attend  to  ambiguity  and  uncertainty.    The  following  question  
has  emerged  and  been  formulated  for  the  research,  based  on  using  the  
exhibition  as  a  central  space  for  investigation:  
  
How  can  the  method  of  exhibition  be  used  to  support  the  development  
of  new  conceptual  frameworks  for  interpreting  and  communicating  
contemporary  design  innovation,  in  the  context  of  museum  
environments  –  thereby  extending  the  potential  for  more  people  to  
understand  and  engage  with  the  transformational  potential  of  design?      
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The  question  is  exploratory,  seeking  to  first  expand  central  concepts,  to  
investigate  their  potential  meaning  rather  than  simply  adopt  existing  definitions.  
The  next  chapter  outlines  the  methodological  orientation  and  approach  of  the  
research,  connecting  up  and  extending  the  discussions  on  the  design  process,  
innovation,  prototyping,  curating  and  exhibition-­‐making,  that  have  been  
introduced  in  Chapters  Two  and  Three.	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Chapter	  Four:	  Methodological	  Approach	  
  
  
Everything  here  is  the  path  of  a  responding  that  examines  as  it  listens.  
Any  path  always  risks  going  astray,  leading  astray.    
To  follow  such  paths  takes  practice  in  going.    
Practice  needs  craft.    Stay  on  the  path,  in  genuine  need,    
and  learn  the  craft  of  thinking,  unswerving,  yet  erring.    
(Heidegger,  1975,  p.  186)  
  
  
  
This  chapter  outlines  the  research  approach.    Firstly  this  brief  introduction  and  
outline  will  introduce  how  the  different  layers  of  research  (e.g.  theoretical  
perspective,  methodology,  methods)  interconnect,  to  form  a  flexible  
methodology  underpinned  by  an  interpretive  theoretical  perspective.    Each  layer  
will  then  be  outlined  in  turn  to  demonstrate  the  rationale  for  proceeding  in  this  
manner.    Throughout,  it  should  be  borne  in  mind  that  the  research,  above  all,  is  
framed  as  a  design  process.    Thus  it  is  a  cyclical  process  of  divergence  and  
convergence  (cf.  Design  Council  2004;  Sanders  and  Stappers  2014)  where  the  
research  problem  is  circled  numerous  times.    The  purpose  of  this  continual  
questioning  is  so  that  each  phase  of  the  research  may  be  reflected  upon  in  order  
to  inform  the  next.    This  can  be  seen  as  a  hermeneutic  inquiry  cycle,  with  
interpretation  as  the  core  action  driving  the  research.    
	  
Section	  1:	  Outline	  Description	  of	  the	  Research	  Approach	  
  
Prior  to  outlining  each  layer  of  the  research  in  depth,  this  section  offers  an  
overview  of  how  the  layers  overlap.    In  order  to  show  where  this  design  research  
may  differ  from  approaches  in  for  example  the  social  sciences,  it  may  be  helpful  
initially  to  outline  the  different  elements  of  research.    Crotty  (1998)  outlines  four  
elements  that  make  up  the  research  endeavour:  epistemology,  theoretical  
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perspective,  methodology  and  methods.40    Table  1  below  (transcribed  from  
Crotty,  1998,  p.  5)  offers  examples  fitting  each  of  these  categories.    
  
Epistemology   Theoretical   
Perspective  
Methodology   Methods  
Objectivism  
Constructionism  
Subjectivism  
(and  their  
variants)  
Positivism  (and  post-­‐
positivism)  
Interpretivism  
• Symbolic  
Interactionism  
• Phenomenology  
• Hermeneutics  
Critical  Inquiry  
Feminism  
Postmodernism  
Etc.  
Experimental  
Research  
Survey  Research  
Ethnography  
Phenomenological  
research  
Grounded  Theory  
Heuristic  Inquiry  
Action  Research  
Discourse  Analysis  
Feminist  Standpoint  
Research  
Etc.  
Sampling    
Measurement  and  scaling  
Questionnaire  
Observation  
• participant  
• non-­‐participant  
Interview  
Focus  Group  
Case  Study  
Life  History  
Narrative  
Visual  ethnographic  methods  
Statistical  analysis  
Data  reduction  
Theme  identification  
Comparative  analysis  
Cognitive  mapping  
Interpretive  methods  
Document  analysis  
Content  analysis  
Conversation  analysis  
Etc.  
Table  1:  Crotty’s  four  elements  of  research    
  
Although  Crotty  does  not  explicitly  cover  research  approaches  within  art  and  
design,  the  epistemological  position  of  this  research  would  be  covered  under  
constructionism,  a  theory  of  knowledge  that  sees  meaningful  reality  (or  truth)  
as  being  constructed  in  the  interactions  between  human  beings  and  their  world,  
and  developed  within  social  contexts.    The  theoretical  perspective  is  based  in  
interpretivism,  drawing  inspiration  from  hermeneutics.    Rather  than  fitting  
into  one  of  the  methodological  approaches  indicated  above,  the  research  
approach  can  be  described  as  a  hermeneutic,   practice-­‐led  methodology.    
The  overal l   practice  of  the  research  is  design,  where  design  is  conceived  as  a  
deliberate  process  oriented  towards  innovation.      
                                                                                                            
40
  Crotty  (1998,  p.3)  offers  a  definition  for  each  element  and  how  they  are  interconnected  across  the  research  process:  
‘Methods:  the  techniques  or  procedures  used  to  gather  and  analyse  data  related  to  some  research  question  or  
hypothesis.    Methodology:  the  strategy,  plan  of  action,  process  or  design  lying  behind  the  choice  and  use  of  particular  
methods  and  linking  the  choice  and  use  of  methods  to  the  desired  outcomes.  Theoretical  perspective:  the  philosophical  
stance  informing  the  methodology  and  thus  providing  a  context  for  the  process  and  grounding  its  logic  and  criteria.    
Epistemology:  the  theory  of  knowledge  embedded  in  the  theoretical  perspective  and  thereby  in  the  methodology’.    
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Within  this  view  of  design,  prototyping  is  seen  to  be  a  fundamental  way  in  
which  designing  proceeds  towards  innovation.    Prototyping  becomes  the  
embodiment  of  a  hermeneutic  process:  a  cycle  of  interpretation,  rooted  in  action  
and  reflection.      
  
The  phenomenon  under  investigation  is  the  framing,  mediation  and  
communication  of  design  innovation  within  exhibit ions  (with  a  
primary  conceptual  context  of  museum  environments).    In  the  pursuit  of  
innovation,  design  research  may  seek  to  adopt  methods  that  promote  a  
reflexive  questioning:  that  is,  a  questioning  of  both  the  phenomenon  being  
investigated  and  the  interpretive  biases  or  assumptions  of  the  researcher  
(Alvesson  and  Sköldberg  2009).    In  order  to  explore  and  question  the  
phenomenon,  the  method  of  curating  design  exhibit ions  is  adopted.    This  
offers  an  immersion  into  the  research  problem  directly,  with  the  requirement  to  
actively  think  through  and  implement  a  concrete  example  of  an  exhibition.    For  
this  research,  three  practical   case  studies  offer  the  means  through  which  
to  investigate  exhibition-­‐making  in  this  context.    In  doing  so,  the  elements  
comprising  (the  development  of)  a  design  exhibition  are  made  visible  to  the  
researcher  more  clearly.    The  roles  and  juxtapositions  of  objects,  images  and  
texts  are  related  to  wider  contextual  concerns,  and  their  relationships  and  value  
are  questioned.  
    
A  practice-­‐led  approach  not  only  gives  careful  consideration  to  the  subject  
content  for  the  exhibition,  it  also  necessitates  a  reflection  on  the  process  of  
conceptualising  the  exhibition  itself.    This  can  therefore  be  seen  as  a  reflexive  
curatorial   practice  (or  ‘praxis’)(cf.  Gaskill  2010;  Muller  2008),  which  reflects  
on  both  the  content  of  the  exhibition  (design  innovation)  and  the  method  or  
approach  of  curating  (seen  as  a  design  process).    The  result  is  theoretical  
reflection  that  emerges  from  engaging  in  the  practice  under  consideration.    It  
should  be  stressed  however  that  this  curatorial  practice  is  conceptualised  as  part  
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of  a  wider  design  process.    Curating  is  adopted  as  a  method  of  prototyping  -­‐  a  
fundamental  way  in  which  to  think  through  the  design  problem  (Lim  et  al.  2008).      
  
Conceived  of  in  this  way,  for  this  research  curating  is  a  method  of  design  inquiry.    
Seeing  curating  as  a  form  of  inquiry  is  a  perspective  prevalent  amongst  curators  
of  contemporary  art,  who  view  curating  itself  as  an  active  practice  (Fernandez,  
2011;  Graham  and  Cook,  2010;  O’Neill,  2012a,  2012c).    Viewing  curating  as  a  
method  of  prototyping  however,  attempts  to  position  it  as  a  method  within  
the  context  of  design  research.    This  speaks  to  a  desire  to  attend  to  the  
particularities  of  design  practices,  rather  than  capitulate  to  the  discourses  of  
contemporary  art  that  currently  dominate.      
  
Design  researcher  Joyce  Yee  (Yee  and  Bremner,  2011;  Yee,  2010)  has  suggested  
that  ‘bricolage’  is  a  common  approach  for  design  PhDs  that  seek  to  explore  their  
topic  using  the  most  appropriate  methods,  rather  than  being  bound  to  a  
traditional  methodological  approach.    The  complexity  of  design  demands  this  
‘pick  and  mix’  perspective,  not  to  engage  in  innovation  for  its  own  sake,  or  to  
deny  the  validity  of  conventional  methods,  but  to  actively  explore  different  ways  
of  creating  new  knowledge  and  understanding  of  design  in  its  own  terms.    
  
Section	  2:	  Theoretical	  Perspective	  
Hermeneutics	  
Hermeneutics  is  a  term  with  a  long  history,  and  its  diverging  pathways  meet  
around  a  central  concept:  interpretation.41    In  the  context  of  research  
(particularly  in  the  human  and  social  sciences)  it  is  seen  as  an  interpretive  
theoretical  perspective  that  originated  in  the  practice  of  textual  interpretation,  
                                                                                                            
41
  The  etymology  of  hermeneutics  has  been  traced  back  to  ancient  Greece,  and  to  ‘Hermes’,  the  messenger  of  the  Greek  
gods,  giving  rise  to  hermēneuein,  meaning  ‘to  interpret’.    Hermēneutike  or  the  technē  of  hermeneuein  means  the  ‘art  of  
interpretation’  (Inwood,  2005b).    With  its  ancient  roots,  the  term  hermeneutics  came  into  use  in  the  seventeenth  century  
as  a  way  of  describing  the  science  of  biblical  and  classical  textual  interpretation.    From  this  basis  in  the  text,  hermeneutics  
has  been  developed  into  a  research  approach  with  applications  in  all  areas  of  human  inquiry  (Alvesson  and  Sköldberg  
2009;  Crotty  1998).  
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particularly  of  biblical  and  classical  texts  (Crotty  1998).    For  modern  philosophical  
hermeneutics,  originating  with  the  work  of  Martin  Heidegger  and  Hans  Georg  
Gadamer,  interpretation  is  taken  to  be  the  fundamental  way  in  which  human  
beings  make  sense  of  themselves  and  the  world  they  inhabit.    The  dominant  
Cartesian  belief  in  a  subject-­‐object  dichotomy  is  rejected  (Snodgrass  and  Coyne  
1997),  and  instead  it  is  posited  that  our  existence  as  a  knowing  subject  depends  
upon  our  embeddedness  in  the  world.    As  philosopher  Paul  Ricoeur  (1991a)  
notes:  
  
It  is  because  we  find  ourselves  first  of  all  in  a  world  to  which  we  belong  
and  in  which  we  cannot  but  participate  that  we  are  then  able,  in  a  second  
movement,  to  set  up  objects  in  opposition  to  ourselves,  objects  that  we  
claim  to  constitute  and  to  master  intellectually  (Ricoeur,  1991a,  p.  14).  
  
Before  we  can  make  any  claims  to  ‘objective’  knowledge  about  the  world,  we  
have  already  been  interpreting  our  historically  and  culturally  mediated  
experience.    From  birth,  we  respond  to  a  world  that  is  already  full  of  historical  
meaning:  our  experience  is  simultaneously  of  the  world  and  of  ourselves,  as  we  
negotiate  our  relation  to  it.  
  
Of  interpretivist  approaches  to  research  inquiry  today,  Susan  Laverty  (2003)  
states:  
  
[T]he  interpretivist  framework  of  inquiry  supports  the  ontological  
perspective  of  the  belief  in  the  existence  of  not  just  one  reality,  but  of  
multiple  realities  that  are  constructed  and  can  be  altered  by  the  knower.    
Reality  is  not  something  ‘out  there’,  but  rather  something  that  is  local  
and  specifically  constructed  (Laverty,  2003,  p.13).      
  
Constructionism  is  the  theory  of  knowledge,  or  epistemology,  that  underpins  the  
hermeneutic  perspective.    A  constructionist  viewpoint  sees  meaningful  reality  (or  
truth)  as  being  constructed  in  the  interactions  between  human  beings  and  their  
world,  and  developed  within  social  contexts.    This  stands  opposed  to  an  
objectivist  viewpoint  that  sees  truth  as  something  separate  from  human  
experience,  which  can  be  objectively  sought  through  appropriate  methods  of  
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empirical,  scientific  inquiry.    At  heart,  hermeneutics  sees  humans  as  meaning-­‐
making  beings,  situated  within  and  affected  by  a  meaningful  world,  immersed  in  
the  trajectories  of  history.  
  
This  constructionist,  interpretive  nature  of  hermeneutics  means  that  it  is  not  
simply  an  approach  which  can  be  ‘adopted’  for  a  particular  research  project,  but  
is  a  way  of  seeing  and  ‘being-­‐in-­‐the-­‐world’  (Heidegger  1962;  Snodgrass  &  Coyne  
1997).    It  is  not  a  discrete  methodology  as  such,  and  there  are  varying  positions  
as  to  what  constitutes  the  basis  for  and  the  application  of  a  hermeneutical  
approach.    However,  the  basic  commitment  to  persistent  interpretation  as  a  way  
to  reveal  possible  meaning,  has  led  to  rough  principles  that  may  be  used  to  guide  
research.      
  
Hermeneutic	  ‘principles’	  
Praxis  
One  principle  or  tenet  that  is  important  for  this  research,  is  the  belief  in  practical  
action  as  a  basis  for  developing  understanding  and  knowledge.    Heidegger’s  
notion  of  ‘being-­‐in-­‐the-­‐world’  suggests  that  because  we  are  embedded  within  a  
meaningful  world,  making  sense  occurs  through  practical  engagement  
(Heidegger  1962).    The  notion  of  praxis  suggests  that  theory  emerges  through  
engaging  in  action  (Bolt  2011;  Ihde  1979)  rather  than  being  separate  from  it.    
This  places  action  as  the  starting  point  on  the  journey  towards  understanding.    
Reflection  on  action  then  helps  us  to  make  sense  of  the  action  within  particular  
contexts,  as  well  as  the  potential  for  considering  wider  implications.    The  
emphasis  hermeneutics  places  on  praxical  engagement  supports  the  use  of  
reflextive  design  practice  as  a  way  to  lead  the  research  inquiry.      This  creates  the  
opportunity  to  reflect  through,  for  example,  designing  and  making  artefacts  (e.g.  
Royston  Brown  2011;  Stevenson  2013),  experiences  (e.g.  Gaskill  2010),  situations  
or  interactions  (e.g.  Cook  2013;  Golsteijn  2014;  Pullin  2013;  Wood  2006).    In  this  
way,  hermeneutics  embeds  practical  action  as  primary,  with  the  secondary  
emergence  of  theoretical  insight  from  practical  experience.    Theory  is  built  
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through  cyclical  processes  of  reflection  on  and  through  action  (cf.  Schön  1983)  
although  this  theoretical  development  will  always  be  connected  to  the  particular  
circumstances  of  the  practice  in  question.      
  
Hermeneutic  circle  
The  circle  or  spiral  is  a  core  metaphor  for  hermeneutics  (Alvesson  and  Skoldberg  
2009;  Bleicher  1980;  Crotty  1998;  Kinsella  2006;  Koch  1995;  Laverty  2003).    It  
indicates  both  a  basic  way  of  being-­‐in-­‐the-­‐world,  and  a  dynamic  analytical  
approach.    At  the  heart  of  the  circle  is  the  oscillation  of  two  dialectic  
relationships:  the  relationship  of  part  and  whole,  and  the  connection  between  
‘preunderstanding’  and  understanding.      
  
Part-­‐whole  
The  part-­‐whole  relationship  can  be  usefully  outlined  in  connection  with  the  
original  hermeneutic  function  of  textual  interpretation.    When  interpreting  a  
text,  it  is  necessary  to  understand  the  parts  of  the  text  in  relation  to  the  whole  
text,  and  the  context  in  which  it  was  written.    So  words  must  be  understood  in  
relation  to  sentences,  sentences  in  relation  to  passages,  passages  in  relation  to  
the  whole  text,  and  this  in  relation  to  the  authors  intentions,  historical  
circumstances,  cultural  conventions  and  so  on  (Alvesson  &  Sköldberg  2009).    
There  are  numerous  possible  layers  open  to  interpretation,  with  an  emphasis  on  
the  relationships  between  these,  both  upwards  from  part  to  whole  and  
downwards,  back  to  individual  parts.  
  
The  part-­‐whole  dimension  becomes  the  relationship  between  a  phenomenon  (at  
whatever  level  of  analysis)  and  the  wider  contexts  in  which  it  is  situated.    So,  for  
example,  with  an  exhibition  of  design,  we  must  not  only  consider  the  possible  
meanings  that  we  might  be  able  to  reveal  from  an  individual  object.    Any  object  
is  placed  in  a  relationship  to  the  other  elements  that  surround  it  (such  as  
interpretive  texts,  other  objects,  lighting,  wall  colours,  wider  exhibition  
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narratives,  not  to  mention  the  identities  of  designers  and  curators,  institutional  
missions  and  funding  structures  (cf.  Ferguson,  1996)).    Each  part  of  the  exhibition  
is  considered  for  both  its  individual  significance  and  its  combined  meaning  when  
seen  as  part  of  a  relational  structure.  The  spatio-­‐temporal  phenomenon  of  the  
exhibition  is  a  prime  example  of  how  the  hermeneutic  relation  of  part  and  whole  
plays  out.  
  
The  dialectical  motion  between  part  and  whole,  as  a  route  to  deepening  
understanding,  is  a  relational  mode  of  interpretation.    The  connections  and  
alternative  interpretive  possibilities  between  part  and  whole  are  explored  in  
cycles,  giving  rise  to  the  circle  or  spiral  as  a  basic  way  of  reaching  understanding  
(Figure  8).  
  
  
Figure  8:  The  part-­‐whole  dialectic  of  the  hermeneutic  circle  
Adapted  from  Alvesson  and  Sköldberg  (2009,  p.  92).  
  
Preunderstanding-­‐understanding  
The  second  dimension  of  the  circle  is  the  relationship  between  the  
‘preunderstanding’  which  we  have  of  phenomena,  and  the  new  understanding  
we  gain  through  the  cyclical  interpretive  process.    Preunderstanding  is  indicative  
of  our  being-­‐in-­‐the-­‐world.    This  embeddedness  means  that  we  are  always  
interpreting  from  some  position  of  understanding,  even  if  we  are  not  fully  aware  
of  what  this  understanding  is  or  means.    Heidegger  uses  the  term  ‘thrownness’  
to  describe  this  state  of  finding  ourselves  as  beings  ‘thrown’  into,  or  embedded  
Part
Whole
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within,  a  meaningful  world.    We  make  sense  through  interpretation,  using  our  
‘preunderstanding’,  that  is  a  basic  condition  of  existence,  as  a  point  for  
departure.    
  
Heidegger’s  hermeneutics  emerged  from  a  phenomenological  origin.    Descriptive  
phenomenological  approaches  to  understanding,  such  as  those  of  Edmund  
Husserl,  sought  to  ‘bracket’  out  any  prior  understanding,  so  that  the  interpreter  
could  come  to  phenomena  afresh,  seeing  these  as  they  appear  directly  to  
consciousness  (Crotty  1998).    Heidegger  denied  that  it  was  possible  to  bracket  
out  prior  understanding.    He  wanted  to  actively  make  use  of  these  as  a  means  to  
question  the  very  things  we  take  for  granted  (through  our  ‘thrown’  nature).    So  
in  the  second  dimension  of  the  hermeneutic  circle,  we  bring  prior  experience  to  
bear  upon  present  circumstances,  all  the  time  posing  questions  to  what  we  think  
we  understand  about  the  situation.42    Through  a  cyclical  process  of  questioning,  
we  develop  new,  deeper  understandings.    Hermeneutic  philosopher  Hans  Georg  
Gadamer  termed  this  a  dialogic  approach  (Crotty  1998;  Snodgrass  and  Coyne  
1997),  where  questioner  and  ‘questioned’  enter  into  a  process  of  exchange.    This  
engagement  allows  the  researcher  to  take  into  herself  the  experience  and  
understandings  of  another  (whether  through  the  ‘text’  or  through  more  action-­‐
oriented  research),  blending  this  with  her  own  preunderstanding.    This  is  
Gadamer’s  (2004)  much  cited  ‘fusion  of  horizons’  where  different  meanings  and  
interpretive  possibilities  come  together  to  produce  new  understanding  (Alvesson  
and  Sköldberg  2009;  Koch  1995,  1996).    
  
New  understanding  is  not  seen  as  a  final  universal  ‘truth’,  as  any  interpretation  is  
always  situated  in  time  and  space.    We  are  embedded  in  a  historical  context.    
This  contingency  colours  our  interpretations,  which  may  change  over  time  in  
relation  to  our  developing  understanding.    Thus  the  dialectic  nature  of  the  
hermeneutic  circle  means  cycling  back  and  forth,  progressing  onwards  through  
                                                                                                            
42
  Hans  Georg  Gadamer  built  upon  Heidegger’s  basic  mode  of  questioning,  to  underpin  interpretation  as  a  dialogic  
process,  where  the  structure  of  question  and  answer  forms  the  basis  for  hermeneutical  exploration.    See  Gadamer  
(2004).    For  an  explication  of  Gadamer’s  dialogic  approach  in  relation  to  design,  see  Snodgrass  and  Coyne  (1997).  
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questioning  the  relationships  between  part  and  whole,  and  preunderstanding  
and  understanding  (Figure  9).  
  
  
Figure  9:  The  double  articulation  of  the  part-­‐whole  and  preunderstanding-­‐understanding  
relationships    
Adapted  from  Alvesson  and  Sköldberg  (2009,  p.  96).  
  
Problems	  with	  a	  hermeneutic	  approach	  
Due  to  the  engaged  nature  of  the  researcher  in  the  development  of  practice  
situations,  research  of  this  kind  could  be  open  to  accusations  of  bias,  and  a  lack  
of  concern  for  generalizability  or  objectivity.    Research  of  this  kind  must  make  
clear  the  intentions  behind  delving  into  practice,  and  also  acknowledge  the  ways  
in  which  the  research  journey  has  unfolded.    One  strategy  is  to  lay  bare  the  
process  of  research.    This  allows  others  to  see  how  the  acknowledgement  of  
preunderstanding  has  been  central  to  the  development  of  understanding.    In  
addition,  the  scientific  ‘ideals’  of  objectivity  and  generalizability  are  not  
necessarily  key  criteria  for  hermeneutical  research:  as  Snodgrass  and  Coyne  
(1992,  p.  74)  have  suggested  –  ‘felicity’  of  the  interpretation  and  relevance  to  
the  practice  situation  might  be  better  ways  of  judging  whether  the  research  has  
succeeded  in  drawing  out  new  understanding  and  knowledge  for  the  research  
community.      
  
Engaging  directly  in  specific  design  practices  situates  this  research  inquiry  at  a  
more  individually  self-­‐reflective  level  than  for  example  other  social  research  
Part
Whole
Preunderstanding Understanding
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approaches,  such  as  action  research  (Reason  and  Bradbury,  2006)  ethnography  
(Geertz,  1973)  other  forms  of  naturalistic  inquiry  (Lincoln  and  Guba,  1985a)  or  
grounded  theory  (Glaser  and  Strauss,  1999).    These  forms  of  inquiry  also  ground  
theoretical  development  in  the  exploration  of  empirical  phenomena,  and  may  
also  engage  in  particular  practices  as  a  basis  for  developing  understanding.    The  
aims  of  the  research  may  vary  however,  in  that  the  emphasis  may  be  placed  to  a  
lesser  extent  on  learning  through  the  practice,  as  opposed  to  learning  about  it.      
  
Tina  Koch  (Koch,  1996,  1995;  Koch  and  Harrington,  1998),  working  within  nursing  
research,  seeks  to  address  issues  of  legitimacy  concerning  a  hermeneutical  
approach  to  research.    She  attends  to  three  aspects  of  research  that  are  often  
questioned  when  researchers  take  a  hermeneutic  approach:  1)  the  philosophy  
that  underpins  methodology;  2)  the  participation  of  the  researcher;  and  3),  how  
trustworthiness  or  rigour  is  established.    These  are  important  aspects  to  address  
for  a  practice-­‐led  approach  to  design  research.      
  
Firstly,  the  section  above  has  outlined  how  the  philosophical  or  theoretical  
perspective  of  hermeneutics  guides  the  approach  to  the  research  through  
practice.    An  emphasis  on  being-­‐in-­‐the-­‐world  and  learning  through  engaging  in  
action  is  seen  to  be  the  fundamental  way  that  people  come  to  understand  the  
world.    Therefore,  engaging  in  a  particular  practice  in  order  to  more  fully  
understand  it,  from  a  particular  perspective,  is  not  seen  to  be  problematic.      
  
Secondly,  the  participation  of  the  researcher  within  the  study  is  only  problematic  
if  there  is  an  underlying  belief  that  objectivity  is  both  possible  and  desirable.    
Hermeneutics  positions  the  researcher  as  always  already  situated  in  the  world,  
building  meaning  from  an  immersed  position.    This  suggests  that  it  is  not  possible  
to  claim  to  have  an  objective  position  without  first  having  engaged  in  an  
interpretive  process  (Ricoeur,  1991a).    Hermeneutics  is  not  based  in  subjective  
speculation  as  if  placed  in  opposition  to  an  objective  standpoint:  it  brings  
together  things  in  the  world  with  the  understanding  of  the  researcher,  drawing  
on  the  interpretive  nature  of  understanding,  whilst  trying  to  take  a  reflexive  
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consideration  of  possible  cultural,  social  and  other  frames  which  may  affect  how  
one  interprets.      
  
Thirdly,  rigour  is  established  through  a  concerted  reflexive  process,  which  seeks  
to  reveal  possible  interpretive  biases,  and  use  these  as  productively  as  possible  
to  understand  the  world  in  new  ways.    Rigour  is  based  in  dedicated  questioning,  
with  the  result  that  there  may  be  no  ‘final’  answer  to  the  questions  posed  to  the  
research  problem,  but  renewed  understanding,  and  further  questions  (Alvesson  
and  Sköldberg,  2009;  Bleicher,  1980;  Crotty,  1998;  Gadamer,  2004;  Laverty,  
2003;  Ricoeur,  1991b;  Snodgrass  and  Coyne,  1997,  1992).  
	  
Approaches	  to	  interpretation	  	  
Alvesson  and  Sköldberg  (2009,  pp.  91–143)  suggest  a  rough  approach  to  
interpretation  within  a  hermeneutic  frame,  which  does  not  prescribe  particular  
technique,  but  suggests  a  scaffold  to  help  understand  how  an  interpretive  
process  may  proceed.    They  offer  four  elements  to  be  considered:  the  overall  
pattern  of  interpretation;  the  ‘text’,  or  what  is  to  be  interpreted;  a  dialogic  
engagement  with  what  is  to  be  interpreted;  and  a  consideration  for  sub-­‐
interpretations  (or  the  micro  processes  within  the  interpretive  process).    
  
The  overall  pattern  of  interpretation  is  developed  through  engaging  with  the  
‘text’.    The  ‘text’  refers  to  actual  texts  to  be  interpreted,  but  also  may  extend  to  
other  forms  of  ‘data’,  such  as  visual  media,  as  well  as  human  action  and  
behaviour,  treated  as  if  it  were  a  text.    This  research  reflects  and  interprets  both  
from  a  position  on  the  outside  (the  observer  of  exhibitions),  and  well  as  the  
inside  (the  creator  of  exhibition-­‐prototypes).    It  examines  and  implements  a  
variety  of  media,  arranged  in  deliberate  frameworks  within  the  exhibition.    
Objects,  images,  moving  image,  and  even  the  spatial  juxtapositions  within  the  
exhibition  form,  as  well  as  textual  materials,  are  the  basic  materials  for  
interpretation.    Although  there  are  differences  to  the  interpretive  possibilities  
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that  visual,  object  and  textual  ‘languages’  offer,  the  focus  across  these  is  still  on  
the  relation  of  the  part  and  whole,  and  in  the  consideration  of  how  elements  
interconnect  to  promote  meaning  and  significance.43    In  addition,  in  attributing  
meaning,  one  should  proceed  with  reference  to  the  wider  context  within  which  it  
is  situated.    At  all  times  the  oscillation  between  the  part  and  the  whole  is  
present.    
  
Engaging  with  any  of  these  ‘texts’  may  mean  breaking  them  down  into  elements,  
and  exploring  the  potential  meaning  of  these  as  individual  units  and  also  in  
relation  to  the  wider  contexts  in  which  these  units  sit.    The  understanding  
emerging  from  engaging  in  the  literature  is  brought  together  with  the  insight  
emerging  from  the  experience  of  curating  exhibitions.    It  should  be  stressed  that  
within  this  research,  because  the  researcher  is  working  with  her  own  self-­‐
produced  materials,  that  the  meaning  that  emerges  from  reflecting  with  these  
makes  no  claims  for  objectivity.    As  outlined  above,  the  position  taken  is  that  
understanding  that  emerges  engaging  in  a  particular  context,  and  that  this  is  
necessarily  contingent.  
  
Interpreting  the  meaning  within  a  particular  situation  is  a  creative  activity.44    
Rather  than  finding  inherent  meaning,  waiting  to  be  discovered,  the  interpreter  
actively  twists  and  turns  the  possible  meanings  around  until  arriving  at  a  sense  of  
deeper  understanding.    This  engagement  is  called  dialogic  because  the  
interpreter  poses  questions  to  the  text,  listening  intently  to  what  answers  may  
come  back,  posing  further  questions  in  return.    Alvesson  and  Sköldberg  liken  this  
to  ‘knocking  at  the  text’,  a  tapping  as  if  on  a  doorway  until  a  response  is  heard.        
  
                                                                                                            
43
  Although  it  can  be  argued  that  hermeneutics  has  a  tendency  towards  foundational  thinking  (i.e.  that  there  is  one,  final  
fundamental  way  of  interpreting  meaning  or  truth),  there  is  the  desire  for  keeping  interpretive  possibility  open.    
Heidegger  himself,  although  open  to  criticisms  of  foundational  thinking,  also  emphasises  the  need  for  constant  
questioning  in  the  search  for  the  ever-­‐elusive  ‘answer’  which  is  bound  to  the  temporality  of  existence  (see  for  example  
Heidegger’s  hermeneutic  method  of  questioning,  in  Heidegger,  1993,  1975).  
44
  It  should  be  noted  that  finding  ‘coherence’  of  meaning  may  be  an  assumption  which  should  also  be  addressed.    Not  all  
situations  will  yield  a  singular  interpretation,  and  the  researcher  should  be  open  to  the  possibility  of  multiple  and  
competing  interpretations.    The  temporal  nature  of  our  existence  should  also  be  realized  here.    Interpretation  is  not  a  
static  process,  and  as  time  progresses,  to  too  do  the  opportunities  for  revising  earlier  interpretations  in  relation  to  new  
experiences  and  exposure  to  new  information  (Alvesson  and  Sköldberg,  2009;  Buck-­‐Morss,  1977;  Heidegger,  1975,  1962;  
Stone,  2008).  
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Overall  this  emphasises  the  hermeneutic  circle:  a  constant  movement  between  
part  and  whole  through  cycles  of  interpretation.      For  this  research,  the  
interpretive  process  has  firstly  involved  looking  at  examples  of  exhibitions  as  
‘texts’:  breaking  the  exhibition  down  into  different  constituent  parts,  examining  
these  and  their  relationships.    The  purpose  of  this  was  to  examine  the  types  of  
meanings  attributed  to  design,  and  how  these  relate  to  how  design  practice  is  
considered  within  the  academic  design  literature.    It  also  allowed  the  researcher  
to  consider  the  elements  that  make  up  an  exhibition,  driving  an  interest  in  the  
processes  for  selecting  these  and  bringing  them  together  as  a  whole.    With  the  
move  to  the  second  practice-­‐led  approach  of  curating  exhibitions,  the  
interpretive  process  uses  the  researcher’s  own  experience  as  ‘text’.    This  
experience  was  recorded  in  reflective  journals,  the  sketches,  notes,  visual  
research,  databases  and  materials  produced  when  researching  and  developing  
exhibition  ideas,  as  well  as  the  texts,  materials  and  objects  sourced  and  
produced  for  the  exhibitions  themselves.    Photographic  documentation  was  also  
collected  of  the  exhibitions  in  their  finished  state.      
  
All  of  these  parts  combine  to  form  the  research  materials.    In  reflection  during  
the  practice  (akin  to  Schön’s  (1983)  ‘reflection-­‐in-­‐action’),  sketches,  
visualisations  and  texts  form  immediate  bases  for  reflection  on  how  to  proceed  
practically  in  order  to  develop  and  deliver  the  exhibitions.    Yet  visualisation  has  
also  served  as  a  point  for  reflection  on  practice:  on  the  act  of  progression,  on  
how  decisions  have  to  be  made  and  what  this  means  for  addressing  the  research  
problem  of  curating  design  innovation  (Schön’s  ‘reflection-­‐on-­‐action’).    This  
double  reflection,  on  the  rationale  for  the  exhibition  content  and  its  practical  
requirements,  plus  upon  the  act  of  what  it  means  to  be  curating  in  this  context  is  
one  aspect  of  what  Alvesson  and  Sköldberg  term  reflexivity,  which  is  a  core  part  
of  a  hermeneutic  perspective.      
  
The  authors  emphasise  two  parts  of  a  reflexive  methodology:  a  deconstruction  
or  breaking  down  of  the  parts,  and  a  re-­‐presentation  or  re-­‐interpretation  of  
these  into  something  new  (Alvesson  and  Sköldberg,  2009,  p.  304).    Visualisation,  
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as  a  common  and  ubiquitous  design  method  (Cross,  2007a;  Goldschmidt,  1991;  
Yee  et  al.,  2012a)  has  been  a  central  way  in  which  this  research  has  enacted  
deconstruction  and  re-­‐interpretation.    Throughout  this  thesis,  visualisations  
punctuate  the  discussion.    These  do  not  offer  exact  representations  of  ‘data’,  or  
denote  exact  research  ‘findings’.    They  offer  a  view  into  how  visual  thinking  has  
progressed  the  research,  and  are  manifestations  of  a  reflexive  thought  process,  
at  particular  moments  in  time.    In  order  to  outline  more  clearly  what  is  meant  by  
a  reflexive,  practice-­‐led  research,  the  term  reflexivity  is  considered  below.  
	  
Section	  3:	  Reflexivity	  
Sullivan  (2010,  p.  110)  describes  reflexive  practice  as  ‘a  kind  of  research  activity  
that  uses  different  methods  to  work  against  existing  theories  and  practices’  and  
that  ‘offers  the  possibility  of  seeing  phenomena  in  new  ways’.    He  draws  on  
insights  by  Alvesson  and  Sköldberg,  where  different  levels  of  reflection  come  into  
play  within  the  research  process.    Their  reflexive  methodology  is  based  on  a  four-­‐
layered  approach  –  or  what  they  term  a  ‘quadri-­‐hermeneutics’  (2009,  p.  271).    As  
a  general  research  approach,  it  involves  a  movement  between  different  layers  
and  themes  for  reflection:  
  
The  main  point  lies  in  the  principle  of  reflection  and  interpretation  rather  
than  a  definite  number  of  levels;  a  movement  instead  of  a  static,  four-­‐tier  
structure…an  open  play  of  reflection  across  various  levels  of  
interpretation...  (Alvesson  and  Sköldberg,  2009,  p.  271).  
  
Reflexivity  for  these  authors  involves  ‘confronting’  the  different  levels  of  
interpretation,  which  for  the  particular  four-­‐tiered  approach  they  advocate  
includes  empirical,  hermeneutical,  critical  and  postmodern  positions.45    These  are  
all  brought  together  in  dialogue  and  disagreement  across  the  research  
endeavour.    Alvesson  and  Sköldberg  suggest  that  their  own  quadri-­‐  approach  
                                                                                                            
45
  The  work  of  Bentz  and  Shapiro  (1998)  is  another  example  of  a  social  research  approach  recognising  the  need  for  
several  interconnected  layers  of  reflexivity.    This  outlines  a  similar  need  to  bring  multiple  lenses  to  bear  upon  the  research  
setting.    Their  ‘Mindful  Inquiry’  aims  at  synthesizing  the  empirical  with  the  theoretical  through  multi-­‐layered  
interpretation  across  the  levels  of  Critical  Inquiry,  Phenomenology,  Hermeneutics  and  Buddhism.      
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need  not  be  emulated  in  its  exact  form:  it  is  the  overall  notion  of  reflexive  
interpretation  -­‐  the  interaction  across  levels  -­‐  which  is  important.      
  
Reflexivity  therefore  refers  to  the  deliberate  crossing  of  possible  levels  of  
interpretation,  in  order  that  they  reflect  back  upon  one  another,  as  well  as  a  self-­‐
reflection  from  the  researcher.    The  aim  is  to  bring  out  the  variety  of  possible  
interpretations  so  that  a  more  complex  picture  of  the  research  problem  is  
reached.    As  stated  above,  the  approach  taken  for  this  research  is  reflexive,  in  
that  it  brings  together  the  empirical  level  (the  practice  of  creating  exhibitions)  
with  the  hermeneutic  (the  interpretation  of  the  subject  of  design  innovation  in  
its  own  terms  through  developing  the  exhibition  content,  AND,  the  
interpretation  of  the  act  of  framing  and  communicating  design  innovation,  as  a  
practice  itself).      
  
The  research  may  be  said  to  adopt  a  critical  position  to  the  extent  that  there  is  a  
deliberate  intention  to  question  practices  which  may  be  taken  for  granted.    It  
does  not  explore  dominant  power  structures  or  directly  seek  to  ‘initiate  action,  in  
the  call  of  social  justice’46  (Crotty,  1998,  p.  157).    Michael  Crotty  (ibid.,  p.  159)  has  
suggested  that  critical  inquiry  always  remains  a  form  of  praxis,  a  desire  for  
change  and  the  search  for  knowledge  in  the  context  of  action.    A  general  mode  
of  critical  reflection  also  appears  in  the  hermeneutics  of  Paul  Ricoeur  and  Hans  
Georg  Gadamer  (Ricoeur,  1991a,  1991b).    Hermeneutic  reflexivity  seems  to  be  
sufficiently  critical  for  research  exploring  exhibition  practices  for  design.      
  
Donald  Schön’s  (1983)  reflection  in-­‐  and  on-­‐action  also  has  a  sense  of  the  
reflexivity  across  levels  which  Alvesson  and  Sköldberg  advocate.    The  
‘conversation  with  the  situation’,  the  ‘back-­‐talk’  that  the  practice  offers  the  
practitioner-­‐researcher,  seems  to  position  reflexivity  as  central  to  the  act  of  
                                                                                                            
46
  That  said,  it  does  draw  some  inspiration  from  the  work  of  Frankfurt  School  philosopher  Theodor  Adorno  (1973),  and  his  
negative  dialectics.    The  basing  of  theoretical  reflection  in  the  material  world  and  in  action  is  central  to  hermeneutics,  but  
it  was  also  a  central  belief  and  methodological  approach  of  Adorno,  who  was  himself  inspired  by  the  philosopher  Walter  
Benjamin.    Discussion  of  Adorno’s  work  will  be  taken  up  in  Chapter  Six.  
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practice.47    It  is  with  this  focus  on  practice  that  the  below  section  now  turns,  to  
explore  more  fully  the  notion  of  a  reflexive,  practice-­‐led  research  methodology.  
	  
Section	  4:	  Practice-­‐led	  Research	  
	  
  
It  is  in  practice  that  a  priori  assumptions  and  closely  argued  theories    
meet  with  the  resistance  of  the  empirical  and  the  contingent.      
(Marincola,  2006,  p.  10)  
	  
Practice	  
When  discussing  practice-­‐led  research,  what  is  meant  by  the  term  ‘practice’?    
Warde  (2005)  suggests  that  ‘practice’  is  a  term  that  describes  the  whole  of  
human  action  in  contrast  to  theory.48    From  this  distinction  between  practice  and  
theory,  practice-­‐led  research  could  be  considered  a  form  of  research  that  
privileges  action  as  a  way  to  lead  research,  with  theoretical  development  arising  
from  practical  activity.    This  action  or  practical  activity  is  not  something  that  can  
be  taken  in  isolation  however.    Any  behaviour  (such  as  cooking,  silversmithing,  
writing  novels  or  managing  teams)  is  situated  within  a  complex  network  of  
particular  ways  of  doing,  of  thinking,  of  using  and  making  things,  of  types  of  
knowledge  and  understanding  and  their  application.    It  also  involves  personal  
and  collective  interest  and  desire:  the  motivation  to  engage  in  certain  types  of  
activity  that  are  learned  and  enacted  over  time,  in  particular  contexts.    
  
In  Donald  Schön’s  seminal  text  The  Reflective  Practitioner  (1983,  p.  60),  he  
suggests  that  practice  is  both  the  performance  of  particular  actions,  and  the  
preparation  for  those  performances,  through  repetition.    This  repetition  leads  to  
practice  becoming  ‘routinized’  (Reckwitz,  2002).    Yet  however  routinized  
                                                                                                            
47
  Schön  comes  from  a  basis  in  a  Pragmatist  tradition,  however,  this  has  some  sense  of  overlap  with  hermeneutics  and  as  
Snodgrass  and  Coyne  (1997)  and  Jahnke  (2012)  have  both  argued,  immediate  hermeneutic  elements  can  be  detected  
regardless  of  whether  these  are  named  as  such.    
48
  Warde  (2005)  distinguishes  between  practice  and  ‘practices’.    These  are  ‘practices’,  in  the  sense  of  social  practices,  
which  are  routinized  types  of  behaviour,  consisting  of  several  interconnected  elements:  bodily  and  mental  activities,  
things  and  their  use,  background  knowledge  and  understanding,  know  how,  emotion  and  motivational  knowledge.    See  
also  Reckwitz,  (2002).      
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practices  may  become,  the  contingent  nature  of  particular  practice  situations  
requires  the  capacity  of  the  practitioner  to  adapt  to  the  new  circumstances.  
  
Repetition  is  also  taken  here  to  mean  iteration  –  repetition  with  difference  (Bolt,  
2008).    In  practicing  we  (hopefully)  improve.    This  could  mean  becoming  more  
technically  competent,  but  it  could  also  mean  becoming  more  aware  of  nuance,  
and  of  the  possibility  of  doing  something  differently.    In  practicing  for  a  musical  
performance  for  example,  the  singer  not  only  learns  the  right  notes,  but  how  to  
control  the  breathing  and  pauses,  the  most  evocative  phrasing,  tone  or  
emphasis,  as  well  as  the  ability  to  respond  to  other  musicians:  to  be  dynamic  and  
malleable  as  well  as  precise.    Practicing  is  a  ‘getting  to  know’  of  the  materials  and  
contexts  of  the  action  –  which  in  some  cases  may  mean  unlearning  prior  
approaches,  and  re-­‐learning  and  developing  these  in  new  ways.      
  
Practice  is  associated  with  the  actions  of  those  engaged  in  numerous  fields  and  
disciplines,  as  well  as  the  actions  that  we  engage  in  everyday  (cf.  De  Certeau,  
1984).    It  is  not  the  intention  within  this  thesis  to  go  into  the  distinctions  made  
between  professional  or  everyday  practices,  or  to  advocate  for  a  sociological  
position  based  in  practice-­‐theory  (see  for  example  Reckwitz,  2002;  Warde,  
2005),  but  to  consider  the  particularity  of  ‘creative’  practices  such  as  design  and  
craft,  and  their  adoption  as  research  methodologies  in  their  own  right.    However,  
from  the  definitions  above,  we  can  underline  the  centrality  of  ‘action’  and  of  
‘repetition’,  as  well  as  the  importance  of  contextual  factors,  as  key  elements  for  
this  design  research.      
  
Why	  practice-­‐led	  design	  research?  
There  are  a  number  of  reasons  that  people  may  choose  to  engage  in  particular  
creative  practices  in  order  to  conduct  research.    These  might  include  for  example  
the  desire  to  engage  in  direct  practical  exploration  in  the  development  of  new  
materials  or  techniques  (e.g.  Brown,  2010;  Bunnell,  1998;  Marshall,  1999;  
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Robertson,  2011;  Veja,  2015),  or  the  investigation  of  theoretical  or  thematic  
interests  through  the  use  of  particular  practices  (e.g.  Harrison,  2009;  Legg,  2013;  
Shemilt,  2010).    For  artists,  designers  and  craftspeople,  their  own  studio  practice  
may  become  the  source  or  starting  point  (Bolt,  2007;  Frayling,  1993;  Keith,  2010;  
Nimkulrat,  2012).    This  does  not  preclude  the  adoption  of  other  more  traditional  
research  methods,  or  the  exploration  of  less  familiar  practices  from  other  
disciplines.    Indeed,  for  doctoral  research,  the  exploration  of  methods  from  other  
areas  may  provide  the  opportunity  for  methodological  innovation.    Curator  
Elizabeth  Muller  (2008)  for  example  applied  research  methods  from  interaction  
design  within  a  practice-­‐led  curatorial  study,  in  order  to  explore  interactive  art  
practices  from  the  perspective  of  audience  experience.    This  bases  the  research  
in  the  development  of  a  hybrid  practice,  in  order  to  explore  the  potential  for  
approaching  art  curation  in  new  ways.    Barrett  (2007)  in  particular  has  
emphasised  the  interdisciplinary  and  emergent  nature  of  creative  practice,  and  
the  opportunity  this  presents  for  innovative  research  that  reveals  the  world  in  
new  ways.    
  
That  said,  there  are  still  barriers  to  using  creative  practice  as  a  legitimate  
approach  to  academic  research,  although  the  interest  continues  to  grow  (Barrett  
and  Bolt,  2007;  Frayling,  1993;  Gray  and  Burnett,  2009;  Gray  and  Malins,  2004;  
Nelson,  2013;  Press,  1995;  Scrivener,  2000;  Scrivener  and  Chapman,  2004;  
Sullivan,  2011,  2010,  2009).    Kristina  Niedderer  (2006,  p.  4)  has  outlined  some  of  
the  challenges  in  considering  how  practice  may  make  a  contribution  to  research.    
In  ‘normal’  practice,  she  argues,  there  is  no  requirement  that  what  is  produced  
through  practice  will  ‘advance  the  knowledge  of  the  practitioner  and/or  the  
audience’.    This  she  suggests,  
  
indicates  a  crucial  difference  in  the  aims  of  practice  and  research,  
because  research  aims  to  understand  the  characteristics  of  practice,  
principles  of  creating  it,  or  knowledge  of  something  else  that  is  mediated  
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or  represented  by  the  outcomes  of  practice  (Niedderer,  2006,  p.  4,  
emphasis  added).49  
  
If  practice  is  to  make  a  contribution  to  research,  the  question  of  whether  and  
how  knowledge  is  created  through  it,  comes  to  the  fore.    This  research  seeks  to  
build  understanding  of  both  design  (as  a  practice  that  can  support  innovation)  
and  its  communication,  through  developing  exhibitions  (and  other  events).    It  
seeks  to  develop  deeper  understanding  of  the  process  of  innovation,  developing  
an  approach  for  curating  design  using  the  development  of  exhibitions  as  both  
the  research  method  and  outcome.    It  is  the  reflexivity  of  a  practice-­‐led  approach  
that  enables  this  to  happen,  turning  practice  into  research  through  the  act  of  
deliberate  reflection  across  different  possible  layers  of  the  research  context.  
  
Engaging  in  a  practice  brings  particular  understanding  about  the  world  because  
we  experience  it  directly.    Any  theoretical  knowledge  we  develop  has  its  basis  in  
the  nexus  of  elements  that  make  up  the  action.    This  includes  our  own  
experience,  mediated  through  relationships  with  other  people,  things,  and  the  
contingency  of  the  situation  at  hand.    Theoretical  consideration  of  a  
phenomenon  without  experience  is  different  from  that  which  arises  through  
experience.  
  
This  does  not  mean  that  all  researchers  should  engage  in  all  practices  in  order  to  
say  something  meaningful  about  them.    It  is  possible  to  talk  about  aspects  of  
ceramic  history  without  having  been  a  potter.    It  is  not  vital  to  learn  how  to  
throw  pots  in  order  to  talk  about  elements  of  making  pottery.    However,  is  it  not  
possible  to  use  the  act  of  making  ceramics  to  extend  your  understanding  of  this  
act?    If  you  are  a  dancer,  will  developing  new  performances,  or  feeling  and  
thinking  about  how  your  body  moves,  not  offer  a  way  for  you  to  reflect  on  the  
experience  or  act  of  dance  itself?    In  this  way,  we  can  see  that  engaging  in  the  
act  of  curating  design  exhibitions  offers  a  way  into  understanding  the  myriad  
                                                                                                            
49
  Niedderer  uses  various  definitions  of  practice,  and  adopts  research  criteria  stemming  from  those  outlined  by  UK  
funding  bodies  such  as  the  AHRC,  Arts  Council  England  and  the  process  of  the  Research  Assessment  Exercise  (RAE)  2008  
(now  Research  Excellence  Framework  or  REF).  
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elements  that  converge  in  a  project’s  development,  and  the  challenges,  
opportunities  and  points  for  reflection  that  exist  therein.  
  
However,  as  Barrett  (2007)  has  outlined,  when  engaging  in  a  particular  practice  
as  a  way  of  conducting  research,  it  is  necessary  to  formulate,  from  the  outset,  
that  this  instance  of  practice  is  a  research  project.    Indeed,  Graeme  Sullivan  
(2011,  p.  90)    also  notes  that  framing  art  practice  as  research  suggests  that  
‘human  understanding  arises  from  a  process  of  inquiry  that  involves  creative  
action  and  critical  reflection’.    The  creative  acts  undertaken  should  be  guided  by  
research  questions,  particular  issues  to  be  drawn  out  of  the  phenomenon.    Even  
if  these  questions  are  loosely  defined,  the  project  itself  must  be  framed  as  
research,  and  deliberately  reflected  upon  with  recourse  to  the  acts  undertaken.    
Practice-­‐led  research  is  akin  to  Christopher  Frayling’s  (1993,  p.  5)  description  of  
‘research-­‐through’  art  and  design  (materials  research,  development  work,  action  
research),  and  a  self-­‐reflective  character  is  required  in  order  to  frame  the  
practice  as  a  research  endeavour.      
  
Practice-­‐led  research  is  necessarily  a  contingent  approach,  leading  to  particular  
conclusions  or  insights,  which  another  researcher  may  formulate  differently.    The  
point  is  not  to  arrive  at  a  singular  ‘truth’  or  universal  meaning,  but  to  continually  
seek  a  more  complex  or  deeper  understanding,  which  may  be  affected  
differently  at  different  times.    What  is  vital  within  this  kind  of  research  is  that  the  
researcher  acknowledges  their  position,  their  possible  biases  or  
preunderstandings.    These  must  be  deliberately  questioned,  and  used  for  their  
interpretive  capacity  to  open  up  possible  new  meaning.    As  the  outcomes  of  
creative  practice  are  emergent,  and  cannot  necessarily  be  pre-­‐determined  
(Barrett  2007),  the  research  questions  and  objectives  may  require  to  be  revised  a  
number  of  times,  as  the  inquiry  proceeds  through  cycles  of  action  and  reflection.    
Graeme  Sullivan  (2010,  p.  110)    has  noted  that  research  in  the  visual  arts  (and  by  
extension  design)  is  ‘recursive  and  constantly  undergoes  change  as  new  
experiences  “talk  back”  through  the  process  and  progress  of  making  art  in  
research  settings’.    Chapters  Five  -­‐  Seven  will  deal  with  the  specific  approach  
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adopted  for  the  three  practice-­‐led  case  studies  within  this  research,  outlining  
how  the  perspective  on  the  research  changed  and  was  explored  as  new  
understanding  emerged.        
  
It  could  be  argued  that  this  practice-­‐led  design  research  differs  from  some  
artistic  research  approaches  as  described  by  Barrett  (2007),  Bolt  (2011,  2008,  
2007),  Gray  and  Malins  (2004)  and  others.    They  advocate  practice-­‐led  (artistic)  
research  carried  out  by  the  experienced  practitioner.    Part  of  the  purpose  of  
engaging  in  practice  for  this  research  was  to  deliberately  reflect  on  the  act  of  
developing  exhibitions.    It  could  be  argued  that  more  direct  experience  of  
curating  (as  a  practice)  is  necessary  for  attending  to  the  elements  that  inevitably  
affect  the  realisation  of  exhibitions  and  events  (or  other  outcomes).    Without  
extensive  prior  experience,  how  is  the  researcher  to  separate  out  operational  
challenges  from  significant  or  unique  problems  or  disjunctures?    Yet  it  could  also  
be  argued  that  coming  to  the  process  afresh,  and  with  a  design  perspective,  
allows  the  research  to  look  at  the  challenges  in  a  new  light.    This  light  is  of  course  
still  coloured  by  other  lenses  and  forms  of  experience.    A  hermeneutic  
perspective  suggests  that  our  experience  is  something  with  which  we  work  
productively,  so  both  extensive  and  less  extensive  experience  can  be  
acknowledged  and  reflected  upon  critically  throughout  the  research  journey.      
  
Two	  practice	  positions:	  looking	  in	  and	  looking	  out	  
As  noted  at  the  start  of  this  chapter,  this  research  has  been  framed  as  a  design  
inquiry,  adopting  a  number  of  design  research  methods  to  support  the  
exploration  of  the  research  question.    It  has  been  necessary  to  become  
immersed  within  the  various  contexts  for  the  research:  those  of  design,  
curatorial  practice  and  the  museum.    Each  of  these  has  required  different  
approaches  to  gain  insight  at  different  levels.    Thus  for  the  practice  led-­‐research  
two  positions  have  been  adopted:  looking  in  and  looking  out.    These  accord  with  
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a  hermeneutic  approach  that  advocates  interpretation  through  action  and  
reflection:  a  situated  interpretive  inquiry.  
  
Looking	  In	  
Seeking  understanding  of  cultural,  social  and  creative  contexts  through  engaging  
in  observation  in  the  field  is  a  key  method  for  design  research  and  practice,  
regardless  of  discipline  (Koskinen  et  al.,  2011).    Examining  the  approaches  that  
exist  for  communicating  and  constructing  narratives  of  design,  within  museum  
environments,  situates  the  research,  and  serves  as  a  basis  for  interpretation.    
This  is  the  first  stage  of  immersion  into  the  practice  of  framing  and  
communicating  contemporary  design:  visiting  exhibitions.    Purposeful  
observation  and  analysis  of  the  exhibition  (as  well  as  other  communicative  forms  
such  as  events,  talks,  demonstrations  and  workshops),  allows  learning  to  occur  
from  these  examples.    The  observation  of  exhibitions  for  this  research  has  
involved  visual  and  textual  documentation,  photography  (where  permitted),  
sketching  and  note  taking.    Sketching  and  visualising  relationships  across  and  
within  exhibitions  has  been  a  central  method  for  developing  understanding.    
Throughout  the  research  journey,  it  has  been  necessary  to  return  again  and  
again  to  the  research  materials  created  during  exhibition  observations,  to  
continue  to  revise  interpretations  in  light  of  work  undertaken  in  the  latter  stages.    
Thus  early  observations  prompted  questions  that  were  then  explored  through  
the  second  position  of  the  research,  serving  as  a  continued  point  of  reflection.    
This  aspect  of  the  research  was  outlined  in  Chapter  Three  and  Appendix  A.    
  
Looking	  Out	  
Engaging  directly  in  the  practice  one  seeks  to  understand,  involves  standing  in  
the  centre  of  the  action,  looking  outwards.    Barbara  Bolt  (2007)  has  called  this  
the  ‘handling’  of  the  research  phenomena.    The  second  position  of  the  research  
thus  engages  in  the  development  of  creating  exhibitions,  through  three  
iterations  of  practice.    This  is  the  action  and  repetition  that  characterises  practice  
   151  
  
(noted  by  Schön),  and  for  this  research,  has  been  situated  within  three  different  
contexts:  the  industry  sponsor,  design  in  Higher  Education  and  a  national  
innovation  festival.    Together  with  the  exhibition  observations,  the  research  has  
built  an  approach  committed  to  cycles  of  action  and  reflection,  using  different  
points  of  view  to  reach  new  understanding.  
  
The  practice-­‐led  approach  is  framed  as  iterative  case  study  methodology,  
involving  reflexive  curatorial  practice.    Before  outlining  each  case  in  Chapters  
Five,  Six  and  Seven,  a  brief  outline  of  case  study  research  is  offered,  indicating  
the  changes  that  are  made  in  a  practice-­‐led  design  approach.    Following  this,  a  
discussion  of  curatorial  practice  and  exhibition-­‐making  will  illuminate  the  
rationale  for  this  approach.    Subsequently  the  practice  of  prototyping  will  be  
discussed,  framing  the  research  overall  as  a  design  inquiry.    
  
Section	  5:	  Case	  Study	  
  
Practice-­‐led  design  research,  as  it  is  outlined  here,  is  not  a  typical  approach  to  
case  study  research.50    This  section  will  briefly  outline  how  case  study  research  is  
understood  within  the  realm  of  social  research,  and  to  what  extent  this  research,  
being  practice-­‐led,  is  framed  and  used  differently.      
  
The  Concise  Oxford  Dictionary  (Pearsall,  1999,  p.  217)  defines  a  case  study  in  two  
ways:  
  
1. a  detailed  study  of  the  development  of  a  particular  person,  group,  or  
situation  over  a  period  of  time.  
2. a  particular  instance  of  something  illustrating  a  thesis  or  principle.    
  
                                                                                                            
50
  If  indeed  a  ‘typical’  approach  could  actually  be  said  to  exist.    As  will  be  briefly  outlined,  there  is  much  disagreement  as  
to  the  aim  and  purpose  of  case  study  research  and  its  status  as  a  scientific  practice.    For  fuller  discussions  of  this  
discussion  see  Flyvbjerg  (2013,  2001),  Gerring  (2004),  Langrish  (1993),  Ragin  (1992a),  Stake  (2003),  Yin  (2009).  
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This  can  be  seen  to  distinguish  between  the  sense  of  actually  carrying  out  a  piece  
of  research  (1),  and  a  case  as  being  an  ‘example’  of  a  particular  thing  used  to  give  
sense  or  form  to  a  more  abstract  principle  (2).    There  is  also  a  sense  that  the  
term  case  study  refers  to  both  the  method  of  research  and  its  result  (i.e.  the  case  
report).    As  a  case  study  may  be  seen  as  something  that  illustrates  a  thesis  or  
principle,  we  can  suggest  an  aim  of  case  study  research  as  connecting  empirical  
contexts  with  theoretical  development.      
  
The  online  Merriam  Webster  dictionary  definition  is  the  ‘common  sense’  
definition  favoured  by  social  researcher  Bent  Flyvbjerg  (2013),  due  to  the  
conflicting  nature  of  definitions  that  plague  the  methodological  literature.    This  
definition  outlines  case  study  as:  
  
[A]n  intensive  analysis  of  an  individual  unit  (as  a  person  or  community)  
stressing  developmental  factors  in  relation  to  environment  (Merriam-­‐
Webster.com,  no  date).    
  
Flyvbjerg  argues  that  other  definitions  become  infused  with  the  assumptions  and  
preferences  of  particular  researchers  and  their  research  traditions,  leading  to  
confusion  about  the  value  and  strengths  of  case  study  as  a  methodological  
approach  (Flyvbjerg,  2013,  2001).    For  him,  case  study  offers  the  opportunity  to  
conduct  ‘intensive’  analysis  of  the  particular:  research  situated  in  a  concrete  
empirical  setting,  where  understanding  can  be  allowed  to  emerge  through  
prolonged  contact  with  the  phenomenon  in  question.    It  appears  to  be  helpful  
then,  to  remain  flexible  in  defining  what  case  study  research  is,  whilst  being  
explicit  in  the  emphasis  on  concrete  situations,  studied  in  depth,  over  a  period  of  
time.  
  
Social  research  scholar  Colin  Robson  (1993)  defines  case  study  as:  
    
A  strategy  for  doing  research  which  involves  an  empirical  investigation  of  
a  particular  contemporary  phenomenon,  within  its  real  life  context  using  
multiple  sources  of  evidence  (Robson,  1993,  p.  5).  
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This  is  a  flexible  definition  that  allows  for  different  theoretical  perspectives  to  
shape  the  use  of  particular  methods  and  techniques  for  data  collection  (or  
creation).51    This  emphasises  the  complexity  of  the  ‘real  life’  case  context  and  
recognises  that  multiple  possible  sources  of  data  must  be  managed,  in  a  way  that  
allows  these  different  elements  to  come  together.    Advocates  of  case  study  
agree  that  the  types  of  research  question  being  asked,  and  the  intent  of  the  
research  is  at  the  basis  of  whatever  research  approach  is  chosen,  and  
appropriate  methods  will  follow  (Cohen  and  Manion,  1994;  Creswell,  2013;  
Flyvbjerg,  2013,  2001;  Gerring,  2004;  Ragin,  1992a;  Robson,  1993;  Yin,  2009).      
  
Considering  case  study  from  a  hermeneutic  perspective,  such  as  guides  this  
research,  the  emphasis  on  the  empirical  context  also  stresses  our  embeddedness  
in  the  world.    It  suggests  that  we  all  make  sense  of  the  world  through  our  
interactions  with  it  and  each  other.    This  holds  true  for  our  everyday  experiences  
as  well  as  for  more  directed  research  into  particular  phenomena.    Thus  we  
cannot  completely  separate  action  and  meaning  from  the  context  in  which  it  was  
produced.    Indeed,  the  context  may  help  to  illuminate  meaning  that  would  
otherwise  seem  incomprehensible.    Certainly  there  is  the  possibility  for  multiple  
interpretations,  but  attempting  to  bracket  out  the  contextual  significance  would  
lose  the  nuance  and  complexity  of  the  messy  ‘realities’  we  encounter  (Flyvbjerg,  
2013,  2001;  Stake,  2003).      
  
Arguing  that  any  knowledge  of  human  affairs  is  only  developed  in  relation  to  the  
context  under  investigation,  Flyvbjerg  (2013,  p.  172)  prioritises  the  transferability  
of  knowledge,  rather  than  the  pursuit  of  scientific  generalisation,  stating  that  ‘in  
the  study  of  human  affairs,  there  appears  to  exist  only  context-­‐dependent  
knowledge’.    Therefore,  research  should  aim  at  producing  knowledge  that  
accounts  for  specificity  and  particularity,  with  a  view  to  gaining  nuanced  
understanding  of  human  practices.    This  point  of  view  resonates  with  a  practice-­‐
                                                                                                            
51
  The  theoretical  perspective  of  the  researcher  inevitably  shapes  the  approach  to  case  study  (Ragin,  1992a).    Educational  
psychologist  John  W.  Creswell  (2013)  emphasises  qualitative  data  collection,  with  research  resulting  in  description  of  the  
case  context  and  themes  arising  from  an  interpretation  of  data  collected.    Prominent  case  study  writer  and  practitioner  
Robert  Yin  (2009)  however  suggests  that  both  qualitative  and  quantitative  methods  may  be  used  as  appropriate  to  the  
context  of  the  inquiry.      
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led  approach  to  research,  which  is  necessarily  particular,  partial,  and  yet  the  
knowledge  gained  may  indeed  have  some  transferability  to  other  contexts.      
  
Empirically-­‐based  research  is  a  complex  endeavour.    Whether  the  researcher  is  
invested  in  the  study  of  others  in  social  or  organisational  settings,  or  is  creating  
the  possibility  for  experimental  prototypes,  these  contexts  lack  the  control  of,  for  
example,  scientific  experiments  conducted  in  the  lab.    The  particular  social  and  
cultural  settings  require  a  flexible  approach  that  inquires  into  multiple  elements.    
Within  practice-­‐led  research,  the  ‘real  life’  context  is  arguably  challenged  further,  
given  that  the  researcher  is  responsible  (to  an  extent)  for  constructing  the  
research  situation.    This  could  be  open  to  accusations  of  subjectively  constructed  
research  methods  and  findings,  which  simply  verify  the  researcher’s  own  
assumptions  and  beliefs.    This  thesis  argues  however,  that  the  reflexivity  involved  
within  practice-­‐led  study  guards  against  this,  due  to  the  self-­‐imposed  
requirement  to  question  one’s  own  insights,  along  with  those  of  others.    As  
Flyvbjerg  (2013)  argues,  it  is  possible  to  develop  nuanced  understanding  of  
‘reality’  from  contingent  contexts,  if  one  is  already  alert  to  the  interpretive  
nature  of  all  research.      
  
Social  researcher  Charles  Ragin  (1992b,  p.  217)  has  suggested  that  ‘casing’  the  
research  topic  to  a  manageable  unit  allows  the  researcher  to  choose  what  to  
study,  and  what  to  relate  to  the  unit  as  outside  context.    This  sets  parameters  to  
what  is  explored.    Theories  brought  into  the  research  are  continually  developed  
and  reconsidered  as  the  study  progresses,  and  ‘casing’  the  research  ‘should  be  
viewed  in  practical  terms  as  a  research  tactic’  (1992b,  p.  217).    It  provides  a  
starting  point,  for  the  researcher  to  begin  the  task  of  exploring  the  phenomenon  
in  question.    This  starting  point  can  then  be  re-­‐evaluated  throughout  the  
process.      
  
This  notion  of  casing  continues  to  reveal  the  extent  to  which  research  is  an  
interpretive  endeavour.    It  is  necessary  to  be  selective  in  the  research  process,  
finding  appropriate  frames,  theories  or  methods  that  turn  the  process  into  
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something  manageable  which  will  also  contribute  to  the  wider  field  of  study  in  
question.    Any  suggestion  that  research  operates  at  a  wholly  objective  level  is  
challenged  when  considering  the  need  to  bound  the  research  space  
appropriately.    This  allies  with  a  hermeneutic  approach,  which  recognises  ‘pre-­‐
understanding’  that  is  brought  to  the  research  process,  deliberately  using  this  as  
a  basis  from  which  new  understanding  can  emerge  (through  immersion  in  the  
concrete  context  of  the  case).      
  
The  framing  capacity  of  case  study  research  also  draws  attention  to  the  ‘case  
context’  as  an  overarching  sphere  of  influence  within  the  research.    This  case  
context  suggests  some  of  the  constraints  that  shape  the  research  endeavour  (for  
example,  working  with  a  particular  industry  sponsor)  as  well  as  offering  reasons  
for  choosing  to  focus  on  certain  aspects  over  others  (retaining  a  desire  to  work  
with  and  through  the  exhibition  format,  due  to  its  persistence  as  a  form  of  
communication  and  presentation  within  the  museum).  
  
This  particular  doctoral  research  has  quite  a  specific  case  context:  an  ESRC  
funded  CASE  Studentship  award,  which  deliberately  connects  doctoral  
researchers  with  Industrial  sponsors.52    This  connection  between  academia  and  
industry  offers  a  particular  setting  that  gives  shape  (however  malleable)  to  the  
research.    In  this  doctoral  study,  the  Industry  Sponsor,  V&A  Museum  of  Design  
Dundee,  acts  as  a  conceptual  context:  an  anchor  point  to  which  the  research  is  
tethered,  albeit  with  elastic  rather  than  steel.    Working  with  an  industry  sponsor  
does  not  require  strict  adherence  to  a  programme  of  study  directed  by  the  
needs  of  the  organisation.    What  it  does  offer  however,  is  a  concrete  (if  also  
emergent)  site  for  reflection  on  both  the  theoretical  challenges,  and  the  practical  
implementation,  of  research  exploring  the  practice  of  curating  design  innovation.      
  
The  specific  nature  of  this  research  opportunity  made  it  possible  to  gain  direct  
experience  working  with  the  industry  sponsor  on  a  particular  project.    The  first  
                                                                                                            
52
  See  https://www.st-­‐andrews.ac.uk/icc/research/grantprojects/capitalisingoncreativityesrc/  for  details  of  the  ESRC  
Capacity  Building  Cluster  grant  RES  #187  24  0014  and  the  overall  Institute  for  Capitalising  on  Creativity  report.  
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practical  case  study  (Chapter  Five)  not  only  offered  the  chance  to  learn  through  
engaging  in  curatorial  practice,  it  also  offered  insight  into  the  everyday  
challenges  of  the  emerging  organisation.    It  offered  the  vital  contextual  
significance  of  organisational  aims  and  objectives,  of  practicalities  in  the  
development  of  a  museum  exhibition  and  of  how  working  within  this  space  is  
more  emergent  than  perhaps  the  final  product  produced  and  presented  to  the  
public  would  suggest.      
  
The  further  two  practice-­‐led  studies  (Chapters  Six  and  Seven)  that  took  place  
within  Dundee  (at  the  University  specifically)  made  use  of  the  resources  available  
to  the  researcher  under  the  limited  conditions  of  a  doctoral  research  award.    
Although  the  research  was  made  possible  through  the  funding  available  from  the  
ESRC,  and  could  not  have  taken  place  without  it,  this  does  not  provide  any  
additional  budget  for  the  development  of  exhibitions,  which  involve  some  level  
of  expense  even  at  a  small-­‐scale.    Working  to  small  (or  no)  budgets  does  
however  allow  the  researcher  to  become  something  of  a  bricoleur  (Crotty,  1998;  
Levi-­‐Strauss,  1966),  gathering  resources  as  available  and  being  creative  with  
what  is  at  hand.    The  designerly  practice  of  prototyping  provides  this  capacity  for  
experimentation,  in  the  artistic  sense  of  both  testing  provisional  hypotheses  and  
exploring  the  unknown  (Lorimer,  2007).53    
  
In  Robert  Stake’s  (1995)  terms,  each  case  study  for  this  research  can  be  seen  as  
‘instrumental’  to  better  understanding  of  the  research  problem.    Here  the  case  is  
chosen  (or  in  this  research  ‘constructed’)  that  will  best  illuminate  the  issue  at  
hand:  the  framing,  mediation  and  communication  of  design  innovation  within  
exhibitions.    The  research  can  also  arguably  be  seen  as  a  collective  study,  using  
three  cases  in  order  to  reflect  differently,  on  the  same  problem  area.    This  could  
be  termed  a  form  of  ‘triangulation’  within  the  research  (Gerring,  2004;  cf  
Robson,  1993;  Yin,  2009),  where  different  data  sources  are  used  to  check  and  
                                                                                                            
53
  Lorimer  (2007,  p.  194)  suggests  that  an  ‘artistic’  experiment  is  ‘a  practical  experience  through  which  human  knowledge  
is  confirmed  or  disrupted’,  and  ‘unlike  a  routinized  and  rigorously  predefined  scientific  experiment,  experimentation  in  
the  artistic  sense  may  not  only  yield  unpredictable  results,  but  also  shift  the  conceptual  grounds  on  which  to  evaluate  the  
results’.    
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verify  any  ‘conclusions’  drawn  from  the  context  of  study.    However,  as  this  
research  is  more  properly  seen  as  exploratory,  and  through  a  hermeneutic  lens,  
the  insights  are  seen  as  a  more  developed  understanding  of  the  research  
context,  rather  than  any  definitive,  actionable  changes.    Triangulating  here  is  less  
about  verification,  than  it  is  about  iterating  to  continue  the  exploration  of  the  
design  space.  
  
Throughout  this  research,  understanding  the  interconnected  and  multifaceted  
nature  of  the  phenomenon  in  question  has  not  always  been  easy.    Although  the  
research  has  sought  to  explore  the  process  of  framing  and  communicating  
design  innovation,  this  has  required  a  constant  examination  of  what  each  of  
these  terms  mean,  both  in  isolation  and  conjunction.    The  meaning  of  curating,  
as  a  term  and  as  a  practice,  cannot  be  taken  for  granted,  particularly  where  
contemporary  design  is  concerned.    The  shifting  definitions  of  curating,  
particularly  in  the  last  twenty  to  thirty  years  (O’Neill  and  Wilson,  2010),  has  
ensured  it  has  become  an  area  of  investigation  in  its  own  right  (even  if  primarily  
situated  in  the  context  of  contemporary  art).    Similarly  design  research  is  
constantly  exploring  the  nature  of  design  practice,  across  its  many  disciplinary  
boundaries.    The  last  forty  or  fifty  years  have  also  been  decisive  for  design  
asserting  itself  as  a  complex  field  of  study  (Buchanan,  1998;  Cross,  2007b,  2001;  
Dorst,  2008;  Kimbell,  2011),  with  its  contribution  to  innovation  debated  across  
fields  of  business,  design  management  and  innovation  studies  in  particular  (as  
outlined  in  Chapter  Two).    Throughout  the  research  process,  the  research  
question  has  remained  at  the  centre,  even  if  the  terms  of  this  question  have  
been  subject  to  scrutiny  and  doubt.  
  
Before  moving  into  a  discussion  of  the  three  different  practice-­‐led  case  studies  
directly  it  may  be  helpful  here  to  outline  how  the  research  positions  the  use  of  
curatorial  practice  as  a  research  approach,  with  a  specific  focus  on  the  method  
of  exhibition.    It  is  evident  that  the  development  of  all  exhibitions  involves  
research  of  some  kind.    It  is  the  reflexivity  of  the  practice  within  this  doctoral  
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study  that  differentiates  it:  it  is  a  type  of  research  used  as  a  method  of  study  into  
itself,  and  into  the  design  process  that  underpins  it.  
  
The  section  below  will  outline  considerations  of  curating  and  exhibition  practice  
in  more  detail.    This  utilises  discourses  situated  in  the  sphere  of  contemporary  
art,  but  seeks  to  develop  these  in  the  context  of  contemporary  design  practice.  
  
Section	  6:	  Curatorial	  practice	  as	  a	  research	  approach	  	  
  
As  noted  in  the  literature  review,  the  overwhelming  focus  of  curatorial  literature  
is  contemporary  art  practice.    This  research,  seeking  some  purchase  on  the  
specificities  of  curating  contemporary  design  practice,  does  find  support  in  the  
writing  of  curator  Maria  Lind.    She  articulates  a  position  on  ‘the  curatorial’  that  
seems  to  resonate  at  a  level  underneath  any  specific  methods.    It  is  to  her,  and  
‘the  curatorial’  that  this  first  section  turns  to  establish  a  basis  for  the  curatorial  
element  within  this  practice-­‐led  methodology.      
  
As  noted  in  Chapter  Three,  Lind  differentiates  “the  curatorial”  as  a  methodology,  
from  curating  as  method:  
  
  “The  curatorial”  goes  further,  implying  a  methodology  that  takes  art  as  its  
starting  point  but  then  situates  it  in  relation  to  specific  contexts,  times,  
and  questions  in  order  to  challenge  the  status  quo  (Hoffman  and  Lind,  
2011,  n.p.).  
  
[A]  way  of  working  that  means  combining  artworks—which  today  
certainly  can  be  extremely  multifarious—with  questions,  places,  people,  
et  cetera,  in  precise  ways.    In  doing  this  the  curatorial  shares  something  
with  editing,  but  with  more  diverse  materials  (Lind,  2011a,  p.  50).  
  
[A]  more  viral  presence  consisting  of  signification  processes  and  
relationships  between  objects,  people,  places,  ideas  and  so  forth,  a  
presence  that  strives  to  create  friction  and  push  new  ideas  (Lind,  2010,  p.  
64).  
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Curating  is  not  a  neutral  activity.    In  her  rumination  on  ‘The  Curatorial’  (2010),54  
Lind  talks  of  ‘challenging  the  status  quo’  and  creating  friction,  using  the  methods  
of  combination,  relationship-­‐making  and  signification.    The  outcomes  of  curating,  
she  suggests,  ‘should  have  the  disturbing  quality  of  smooth  surfaces  being  
stirred’  (2010,  p.65).    This  is  how  it  can  be  used  to  ‘push  new  ideas’.    If  these  
smooth  surfaces  are  the  normalised  ways  of  exhibiting,  presenting,  engaging  
with  or  talking  about  art,  then  ‘the  curatorial’  as  a  methodology  acts  to  drill  
down  into  the  particularities  of  the  context  in  question,  to  explore  and  present  
something  that  speaks  to  the  nature  of  the  art  (or  in  this  case,  design)  at  its  
centre.  
  
Lind  (2010,  p.65)  espouses  the  ‘careful  consideration’  of  contexts,  histories,  and  
questions,  in  relation  to  art  and  the  need  to  work  in  ‘precise  ways’.    The  term  
‘precise’  can  be  defined  as:    ‘marked  by  exactness  and  accuracy  of  expression  or  
detail’;  (of  a  person)  very  attentive  to  detail;  careful  in  the  expression  of  detail  
(Pearsall,  1999,  p.  1125).    Lind  cultivates  this  sense  of  careful  expressions:  a  
particular  combination,  executed  with  attention  to  detail,  in  whatever  aspect  is  
required.    The  sense  of  ‘care’,  which  pervades  the  traditional  etymology  of  the  
curator,  also  emerges  here,  in  relation  to  the  people,  things,  questions  and  
places  with  which  the  curator  works.    Lind  (2011a,  p.  50)  suggests  that  many  
different  people  can  potentially  work  ‘curatorially’  –  such  as  educators,  press  
officers,  editors,  fundraisers,  and  researchers.    Being  careful  and  considered  in  
the  combination  of  elements  is  something  that  marks  out  the  curatorial,  
wherever  this  quality  is  adopted.    
  
Curator  Jennifer  Fisher  (1996,  p.  211)  in  particular  highlights  the  notion  of  ‘care’  
within  curation,  and  its  ethical  connotations.    She  suggests  that  the  etymological  
association  (of  ‘curate’)  with  religious  care  is  secularized  in  contemporary  
contexts,  yet  the  connotation  of  caring  for  others  imbues  the  curatorial  role  with  
an  ethical  responsibility.    Switching  from  an  assumed  basis  of  authority  to  a  
                                                                                                            
54
  The  essay  ‘The  Curatorial’  was  first  published  in  the  journal  Artforum  in  October  2009.  
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recognition  of  responsibility,  the  framing  of  appropriate  institutional  questions  
and  the  mediation  of  culture  becomes  more  tightly  related  to  those  for  and  with  
whom  the  task  is  undertaken  (Teitelbaum,  1996).    This  ‘careful  consideration’  of  
people,  context,  history,  aim  and  purpose,  content  and  form  together,  implies  
dedicated  thinking  not  only  of  the  subject  matter,  but  of  the  whole  act  of  
curating  within  a  particular  situation,  at  an  ontological  level.    What  is  the  nature  
of  this  thing  that  is  being  constructed?  What  purpose  does  it  serve?    And  for  and  
with  whom  are  we  working  to  create  it?    In  some  ways  ‘the  curatorial’  as  a  
methodological  approach  acts  as  a  critical  hermeneutics:  a  mode  of  being  that  
questions  the  very  basis  of  practice,  giving  it  new  purpose.      
  
This  research  finds  resonance  in  this  positioning  of  the  curatorial  as  a  
methodological  orientation.    We  could  suggest  that  as  a  research  approach  it  
involves  care  and  carefulness,  a  responsibility  for  making  considered  
interconnections,  but  also  putting  the  act  of  critique  to  use  to  develop  new  
perspectives.    
  
Exhibition	  as	  method	  
The  curatorial  can  therefore  be  seen  as  an  approach  that  informs  any  specific  
method  of  curating.    This  research  has  particularly  focused  on  the  method  of  
exhibition-­‐making  as  this  will  continue  to  be  a  method  that  museums  use  to  try  
and  communicate,  educate  and  entertain  their  visitors.    This  means  that  we  must  
take  seriously  the  framing  of  design  within  exhibition,  and  look  closely  at  our  
basic  narratives  and  contextualising  concepts.      
  
Sociologist  and  occasional  curator  Bruno  Latour  (Weibel  and  Latour,  2007,  p.  94)  
has  noted  that  ‘[a]  museum  exhibition  is  deeply  unrealistic:  it  is  a  highly  artificial  
assemblage  of  objects,  installations,  people  and  arguments,  which  could  not  
reasonably  be  gathered  anywhere  else’.    The  ‘artificial’,  ‘unrealistic’  nature  of  the  
exhibition  is  arguably  what  makes  it  an  intriguing  medium.    It  is  this  potential  for  
gathering  elements  together,  that  may  not  otherwise  be  connected,  that  offers  
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the  opportunity  for  new  meaning  and  new  perspectives  to  emerge.    Making  
exhibitions  is  a  creative  activity:  a  deliberate  constructing  or  ‘assemblage’,  with  
particular  aims  and  objectives.    The  prominent  art  curator  Robert  Storr  (2006,  p.  
14)  has  suggested  that  a  good  exhibition  is  an  interpretation.    It  is  one  possible  
interpretation  among  many,  and  ‘never  the  last  word’  on  a  subject.    It  may  also  
be  transparent  in  the  acknowledgment  (via  the  manner  in  which  it  is  designed  
and  installed)  of  its  perspectival  nature.    Either  through  choice,  necessity  or  
otherwise,  it  involves  including  certain  things  and  excluding  others.    No  
exhibition  could  possibly  include  everything  there  is  to  say  or  see  about  any  
subject  (particularly  given  that  it  is  always  a  perspective).    This  openness  to  
further  interpretation  is  what  keeps  the  subject  alive  for  everyone  involved:  
curators,  designers  and  viewers  alike.  
  
Design  curator  and  writer  Fleur  Watson,  working  in  relation  to  the  field  of  
architecture,  sums  up  the  different  purposes  of  exhibiting:  
  
The  act  of  exhibiting  architecture  has  the  power  to  mediate  and  translate  
the  architectural  process;  provide  an  environment  where  architecture  
can  be  viewed  relation  [sic]  to  other  contexts;  fuel  further  research,  
publications  and  discourse;  and  ultimately,  communicate  with  people  
across  all  levels  of  society  (Watson,  no  date,  n.p.).    
  
She  highlights  that  the  method  of  exhibition  is  a  process  of  mediating  and  
translating  processes  into  a  form  of  communication  with  which  others  can  
engage.    Mediation  comes  from  the  Latin  ‘mediatus’  meaning  ‘placed  in  the  
middle’  (Pearsall,  1999,  p.  885).    Thus  the  act  of  mediation  places  the  exhibition  
at  the  nexus  of  the  design  process,  those  engaged  directly  in  that  process,  and  
those  people  on  the  outside,  who  may  require  some  form  of  translation  in  order  
to  understand.    The  mediator  intervenes  between  different  parties,  to  act  as  a  
bridge  to  interpretive  possibility.    As  a  research  method,  the  researcher  actively  
adopts  this  mediating  function:  she  deliberately  seeks  to  bridge  the  gaps  
between  the  perceived  transformation  in  design,  and  the  existing  methods  and  
narratives  that  communicate  design  to  wider  audiences.    This  is  done  through  
examining  the  different  elements  that  make  up  the  temporary  exhibition  (in  
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museum  environments),  reflecting  on  the  different  factors  which  affect  how  and  
why  stories  are  portrayed.      
  
The  process  of  translation  seeks  to  express  something  in  another  ‘language’  or  
form.    Translation  suggests  movement  and  change:  a  deliberate  attempt  to  
express  something  in  another  way,  in  order  for  others  to  understand  it.    The  
exhibition  is  a  conscious  choice  of  how  this  translation  should  or  could  happen,  
with  the  aim  of  ‘creating  friction’  and  the  potential  for  new  meaning  to  emerge.    
Exhibition  also  offers  a  contextualising  function,  situating  a  subject  in  relation  to  
other  fields.    The  method  uses  the  act  of  ‘assemblage’  and  juxtaposition  in  order  
to  connect  and  reflect  possible  meaning.    The  aim  of  this  is  arguably  to  develop  
an  enriched  understanding  of  the  (designed)  world.      
  
As  an  example  of  the  adoption  of  curatorial  practice,  and  exhibition  specifically  
as  a  research  approach,  we  can  cite  the  work  of  sociologist  Bruno  Latour.    
Working  with  the  ZKM  (Center  for  Art  and  Media)  in  Karlsruhe,  Latour  co-­‐curated  
the  exhibitions  Iconoclash  (2002)  and  Making  Things  Public  (2005).    He  has  
suggested  that  for  this  research  he  ‘learned  a  trade’  (Latour,  cited  in  Katti,  2006,  
p.  103)  with  the  aim  of  using  the  method  of  making  an  exhibition  as  fieldwork.    
Curating  was  a  way  into  more  deeply  understanding  particular  processes  or  
phenomena.    Quoted  in  an  interview  during  the  exhibition  run  of  Making  Things  
Public,  Latour  says:  
  
Every  topic  needs  its  own  methodology…    In  religion,  for  instance  I  use  a  
completely  different  method  than  in  law  or  science  or  technology.    And  
here  in  art  my  interest  was  first  and  foremost  to  follow  the  flow  of  the  
material.    I  would  rather  see  the  world  through  it  than  describe  it  from  a  
distance  (Latour,  cited  in  Katti,  2006,  p.  112).    
  
He  is  not  an  art  curator,  but  during  this  project,  had  sociological  research  
interests  in  art,  politics  and  globalization.    In  order  to  engage  in  fieldwork  with  
artists,  Latour  chose  to  situate  himself  in  the  position  of  production,  not  as  an  
artist  but  as  a  curator.    Producing  an  exhibition  and  a  catalogue  was  a  way  of  
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getting  into  the  process  of  art  production:  a  way  of  exploring  the  phenomenon  
from  the  inside,  of  seeing  through  it,  as  much  as  possible.      
  
When  we  see  curating  in  this  way  as  fieldwork,  it  becomes  a  method  for  
investigating  a  particular  context.    The  act  of  developing  an  exhibition,  which  has  
the  aim  of  publicly  presenting  or  sharing  something,  requires  the  capacity  to  not  
only  understand  the  content  with  which  you  are  working,  but  also  the  ways  in  
which  it  can  be  configured  to  tell  particular  stories.    Bringing  together  the  
elements  that  emerge  through  the  research  process,  in  order  to  tell  stories,  
becomes  a  way  of  making  sense  of  the  phenomenon.    In  this  way  it  forms  a  
particular  argument  or  way  of  seeing,  with  which  other  people  can  engage.      
  
In  the  process  of  this  fieldwork,  the  researcher  must  take  on  the  responsibility  of  
exploring  the  research  questions  with  the  knowledge  that  making  an  exhibition  is  
both  the  method  for  researching  and  an  outcome  of  the  research.    This  suggests  
the  opportunity  not  only  to  learn  about  the  particular  subject  content  being  
explored,  but  also  the  methods  whereby  it  is  gathered  together,  and  whereby  it  
is  manifested  for  others  to  see.    How  and  why  the  research  questions  are  asked  
and  explored  becomes  embodied  in  the  form  of  the  exhibition  as  a  result.    As  a  
method  of  investigation  that  both  explores  a  contemporary  context,  and  
deliberately  manifests  aspects  of  this  in  a  particular  way,  for  the  purpose  of  
communicating  with  others,  it  can  be  seen  as  a  process  of  prototyping  (Houde  
and  Hill,  1997;  Lim  et  al.,  2008).    This  practice-­‐led  design  research  relies  on  
thinking  of  the  curatorial  research  process  as  a  form  of  prototyping.  
  
For  this  particular  doctoral  research  then,  the  curatorial  aspect  involves  an  
approach  that  deliberately  questions  the  basis  of  practice,  seeking  new  
interpretation  and  new  purpose.    Through  deliberately  connecting  elements  and  
creating  meaningful  linkages  across  the  parts  and  whole  of  an  exhibition,  the  
curatorial  becomes  a  particular  way  of  making  sense  of  complex  material.    It  
involves  pulling  out  aspects  of  specific  design  practices  which  in  different  ways  
may  be  said  to  embody  or  represent  innovation.    The  aim  of  the  exhibition  as  a  
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research  method  then,  is  to  make  careful  choices,  to  create  possible  
interpretations,  and  to  reflect  on  these  and  the  potential  they  have  for  evoking  
the  innovation  within  design  practice.    It  can  be  seen  as  a  way  to  engage  the  act  
of  prototyping  as  an  exploratory  tool.    Prototyping  is  a  hermeneutic  form  of  
research  and  development,  and  includes  a  number  of  different  approaches,  
methods  and  techniques  as  appropriate  to  the  problem  being  explored.    It  is  
tangible,  cyclical  and  reflective,  and  is  one  way  in  which  it  has  been  argued  that  
design  contributes  to  innovation  (Jahnke,  2013;  Verganti  and  Öberg,  2013).    The  
section  below  outlines  the  position  of  this  research  on  prototyping.    It  is  quite  an  
open  and  flexible  position,  defined  as  a  basic  way  in  which  designing  takes  place.  
  
Section	  7:	  Prototyping	  
  
[P]rototyping  is  as  much  a  mindset    
towards  how  design  gets  done    
as  a  ‘phase’  or  result  in  the  process.    
(George  Simons  Jr.  cited  in  Sanders  and  Stappers,  2012,  p.  63)  
  
  
Prototyping  is  a  subject  that  has  received  much  attention  in  relation  to  human-­‐
computer  interaction  design  and  systems  development  (Boucher  and  Gaver,  
2006;  Houde  and  Hill,  1997;  Mogensen,  1992).    It  is  traditionally  seen  as  a  
process  of  making  prototypes  –  preliminary  versions  or  representations  of  a  
designed  ‘object’.    These  representations  may  focus  on  one  or  more  particular  
qualities  or  attributes  of  the  ‘object’,  such  as  the  weight  and  feel,  or  the  user  
interface,  rather  than  being  fully  working  models  (Houde  and  Hill,  1997).    
Prototyping  in  this  context  occurs  within  the  latter  stages  of  a  design  process,  
once  the  design  idea  has  been  identified.    This  is  when  the  different  functional  
and  formal  properties,  and  the  social  and  technical  feasibility  must  be  considered  
(Sanders  and  Stappers,  2014).  
  
However,  prototyping  may  also  be  usefully  seen  as  a  mindset  for  designing:  a  
way  to  view  the  research  process  overall,  as  an  ongoing  hermeneutic  cycle  of  
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action,  reflection  and  iteration.    Depending  on  the  context  in  question,  
prototyping  employs  whatever  methods  or  techniques  necessary  to  gain  insight  
into  the  issue  or  problem  being  explored.    Prototyping  is  how  designers,  and  
those  who  design,  approach  not  only  the  physical  and  technical  aspects  of  
designed  objects,  but  also  how  they  explore  the  very  concepts  at  the  basis  of  the  
design  problem  under  investigation.    Buchenau  and  Fulton  Suri’s  pivotal  article  
on  ‘Experience  Prototyping’  (2000)  is  a  prime  example  of  how  design  adopts  
methods  from  other  disciplines  (e.g.  performance  and  theatre)  in  order  to  get  
inside  the  user  experience  of  using  products  and  services.    They  go  further  to  
suggest  that:      
  
Experience  prototyping  is  less  a  technique  than  it  is  an  attitude,  allowing  
the  designer  to  think  of  the  design  problem  in  terms  of  designing  an  
integrated  experience,  rather  than  one  or  more  specific  artifacts  
(Buchenau  and  Fulton  Suri,  2000,  p.  2).  
  
These  designers  view  prototyping  as  a  way  of  looking  at  the  problem  at  hand  and  
finding  ways  of  understanding  the  context  more  deeply,  in  order  to  develop  a  
more  appropriate  ‘solution’,  or  perhaps  even  to  redesign  the  terms  of  the  
problem  itself.    This  doctoral  research  draws  inspiration  from  this  view  on  
prototyping,  and  from  the  researcher’s  own  experience  of  designing  from  the  
more  ‘craft-­‐based’  perspective  of  jewellery  design.    Here,  the  very  act  of  making  
and  sampling  different  techniques  and  materials,  forms  the  basis  for  moving  
ideas  forward.    Moving  between  background  research,  customer  briefs,  
sketches,  models  and  samples,  and  material  prototypes,  allows  the  designer  to  
explore  the  potential  for  the  designed  object.    The  entire  process  of  research  and  
development,  through  making  and  visualising,  may  be  usefully  conceptualised  as  
prototyping.  
  
Prototyping  may  be  used  in  a  number  of  ways:  to  test  preconceived  hypotheses,  
to  communicate  ideas,  to  learn  about  the  relationships  that  exist  in  the  context  
of  the  design  problem,  to  reflect  open-­‐ended  exploration  as  well  as  to  invite  
participation  (George  Simons  Jr.  cited  in  Sanders  and  Stappers,  2012,  p.  63;  
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Stappers,  2013).    Prototyping  combines  imagination  with  practical  pressure,  the  
possible  with  limitations,  inspiration  within  constraint  (Adamson,  2013).    
Prototypes  may  manifest  pre-­‐developed  ideas  (whether  one’s  own  or  the  
client’s),  helping  to  execute  the  research,  or  be  used  in  the  creative  process  
itself.    In  the  latter  case,  the  emphasis  of  prototyping  ‘lies  on  the  insights  that  are  
generated  in  devising  the  prototype’  (Stappers,  2013,  p.  87).      
  
Rosan  Chow  (2013)  suggests  that  the  prototypes  we  make  support  
understanding:  they  give  us  a  way  of  operationalizing  abstract  concepts,  which  
may  be  difficult  to  understand  without  some  practical  connection.    The  act  of  
prototyping  therefore  not  only  helps  us  to  make  sense  of  our  situation,  it  also  
provides  us  with  prototypes  that  become  part  of  the  context  for  further  
interpretive  work.    This  underlines  the  embodied  nature  of  interpretive  
understanding  which  emerges  out  of  concrete  situations  of  practice,  and  then  
acts  as  a  platform  upon  which  to  build  the  new.    This  understanding  is  
provisional  and  contingent,  tied  to  the  interpretive  situation,  yet  forming  the  
basis  for  the  possibility  of  new  thinking.    It  does  not  make  claims  for  universal  
‘truth’  or  meaning,  but  finds  use  in  the  particularities  of  the  context.    
  
As  an  innovation  activity,  prototyping  has  also  been  championed  by  advocates  in  
the  business  community.    Michael  Schrage  (2013,  2000)  suggests  that  it  is  a  
fundamental  part  of  any  design  process,  oriented  towards  innovation.    By  
engaging  in  prototyping,  the  designer/researcher  is  making  sense  of  the  problem  
they  are  investigating  in  a  practical  way.    Making  things  (whether  sketches,  
models,  simulations,  charts,  physical  samples  or  digital  representations)  is  a  way  
of  allowing  the  process  of  making  to  lead  conceptualisation.    In  interpretation  we  
both  analyse  and  synthesise,  and  with  this  bringing  together,  something  new  is  
constructed.    Elizabeth  Sanders  and  Pieter  Jan  Stappers  (2014,  p.  6,  original  
emphasis)  also  argue  that  a  ‘key  ingredient  of  the  designerly  ways  of  doing  
research  is  that  they  involve  creative  acts  of  making’,  and  that  making  is  not  just  
‘a  performative  act  of  reproduction,  but  a  creative  act  which  involves  
construction  and  transformation  of  meaning’.    New  meaning  emerges  by  
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engaging  in  the  act  of  designing  and  making,  and  it  is  this  new  meaning  which  
has  the  potential  for  stimulating  innovation.      
  
Making  sense  involves  building  meaning  from  the  parts  of  the  problem  and  
seeing  how  this  fits  together  or  contrasts  with  prior  understanding,  contributing  
to  a  wider  sense  of  the  whole.    Making  sense  through  making,  builds  
understanding  through  manifesting  those  parts.    Seeing  making  as  a  meaning-­‐
generating  activity  is  supported  by  a  hermeneutic  perspective  that  sees  people  
as  situated  in  the  world,  interpreting  through  engaging  in  practice  (Bolt,  2007).    
Sanders  and  Stappers’  insights  regarding  the  increased  use  of  making  to  
stimulate  the  earlier  phases  of  the  design  process  is  of  relevance  here.    They  
(Sanders  and  Stappers,  2014,  p.  6)  suggest  that  making  allows  ideas  and  insights  
to  be  ‘brought  to  the  surface’.    This  bringing  of  insights  into  view  -­‐  externalising  
them  (Lim  et  al.,  2008)  -­‐  makes  them  more  concrete,  allowing  
designer/researchers  to  use  this  tangibility  to  gain  deeper  understanding.      
  
Exhibition-­‐making  is  a  form  of  making  (Hoffman  and  McDowell,  2011).    It  
manifests  ideas  and  arguments,  allowing  the  curator-­‐researcher  to  reflect  both  
on  the  arguments  made  and  the  process  undertaken  to  make  them  concrete.    It  
is  in  allowing  the  exhibition  to  remain  as  a  prototype,  within  the  context  of  
design  research,  which  makes  it  a  productive  form  for  reflexive  research.        
  
Prototyping	  as	  bricolage	  
Within  prototyping,  there  is  the  possibility  of  suspending  any  strict  adherence  to  
standard  practices,  and  opening  up  a  space  for  exploration.    Historian  Frederic  
Schwartz  (2013,  p.  122)  proposes  that  those  who  engage  in  prototyping  
(‘prototypers’)  could  be  seen  as  ‘play[ing]  in  dialogue  with  the  material  in  an  
open-­‐ended  process  of  bricolage’.    Prototyping  as  bricolage  finds  resonance  with  
Michael  Crotty’s  (1998)  discussion  of  the  researcher-­‐as-­‐bricoleur,  based  on  
Claude  Lévi-­‐Strauss’  (1966)  use  of  the  term.    He  outlines  the  emphasis  placed  on  
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‘objects’  as  the  constraining  factor  in  bricolage,  in  that  the  material  conditions  to  
an  extent  place  limitations  on  the  situation.    The  bricoleur  (researcher,  designer,  
prototyper)  must  work  to  ‘re-­‐vision  these  bits  and  pieces,  casting  aside  the  
purposes  they  once  bore  and  for  which  they  were  once  designed  and  divining  
very  different  purposes  that  they  might  now  serve  in  new  settings’  (Crotty,  1998,  
p.  51).    Prototyping  seems  to  be  a  process  of  bricolage  in  this  manner,  in  that  the  
process  of  exploring  the  design  space  is  not  only  theoretical,  but  is  based  in  the  
contingencies  of  the  situation  of  practice  (Rossi,  2013).    The  act  is  not  problem  
solving,  but  problem  setting  and  exploration  (Schön,  1983).    Curating  itself  is  
already  seen  by  some  as  a  process  of  methodological  bricolage  (Gaskill,  2010;  
Richter  and  Drabble,  2015),  resonating  with  this  aspect  of  prototyping.      
  
Prototyping	  as	  reflexive	  practice	  
Michael  Schrage  (2013)  sees  prototyping  as  a  key  method  for  encouraging  
participation  in  the  innovation  process,  and  talks  of  the  power  of  prototypes  to  
‘craft  interactions’  between  people.    Design  researcher  Carl  DiSalvo  (2014,  p.  
100)  also  talks  of  prototyping  as  a  ‘dialogic  endeavour’  where  ‘participants  are  
engaged  in  a  kind  of  conversation  with  and  through  the  materials  of  design  and  
the  qualities  of  those  materials’.    Prototyping  as  an  act  of  bricolage,  crafts  
interactions  between  the  material  and  conceptual  elements  under  
consideration,  and  draws  out  new  interpretations  and  new  possibilities.    
Iteration  of  the  process  is  key  to  continuing  the  cycle  of  interpretation.    Again  it  
is  the  act  of  manifestation  that  has  significance  here,  making  connections  visible.    
Working  with  others,  and  gaining  feedback  on  iterations  is  important,  but  so  too  
are  the  realisations  which  emerge  through  the  act  of  reflection  itself.    
Prototyping  becomes  a  process  of  reflexive  practice,  as  with  Donald  Schön’s    
‘conversation  with  the  situation’  (Schön,  1983,  pp.  76–104).    This  is  not  only  a  
reflection  on  subjective  experience  but  also  on  the  material  conditions  within  
which  the  research  takes  place.      
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For  this  doctoral  research,  the  intention  has  been  to  engage  in  prototyping  in  
order  to  explore  and  reveal  the  different  elements  which  must  be  addressed  
when  framing  and  communicating  design  (when  seen  as  a  process  of  
innovation).    It  has  involved  crafting  interactions  between  the  researcher,  the  
industry  sponsor,  designers,  marketing  teams  and  others,  and  has  involved  
crafting  interactions  between  design  practices,  materials,  objects,  theories  and  
concepts,  in  the  development  of  exhibition  prototypes.    Thus  this  prototyping,  as  
a  form  of  crafting  interactions,  is  the  term  used  for  a  sort  of  ‘designerly’  practice-­‐
led  research,  a  form  of  reflexive  bricolage  which  manifests  that  which  it  seeks  to  
understand.    This  is  research  through  design  (Frayling,  1993),  where  design  is  
conceived  of  as  prototyping  for  innovation.      
  
How	  prototyping	  operates	  
Filters	  and	  Manifestations	  within	  the	  Design	  Space	  
Three  useful  metaphors  that  have  been  influential  in  building  a  concept  of  
prototyping  as  the  basis  for  this  research  come  from  the  field  of  Human  
Computer  Interaction  (HCI),  and  the  work  of  Lim,  Stolterman  and  Tenenberg  
(2008),  supported  by  Chris  Heape  (2007)  and  Elizabeth  Sanders  (2013).    Lim  et  al.  
(2008)  have  developed  an  ‘anatomy  of  prototypes’  and  fundamental  principles  
of  prototyping,  with  the  intent  of  acknowledging  the  role  of  prototypes  in  design  
exploration.    They  employ  two  metaphors  to  describe  the  characteristics  of  
prototypes  –  filters  and  manifestations  –  and  one  to  suggest  the  context  in  which  
design  exploration  takes  place  –  the  design  space:    
  
Prototypes  are  filters  that  traverse  the  design  space  and  are  
manifestations  of  design  ideas  that  concretize  and  externalize  conceptual  
ideas  (Lim  et  al.,  2008,  p.  4,  emphasis  added).      
  
The  aspects  of  filters  and  manifestations  will  be  returned  to  below.    First  it  is  
important  to  tease  out  the  metaphor  of  the  ‘design  space’,  as  it  is  developed  for  
this  research.  
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The  design  space  
In  Chapter  Two,  the  notion  of  the  design  space  was  introduced  as  the  actively  
constructed,  contingent,  specific  milieu  of  a  particular  design  project  or  process  -­‐  
the  dynamic  context  in  which  design  activity  takes  place,  which  is  multifaceted,  
and  involves  the  active  creation  of  boundaries  amid  localized  constraints.55    In  
this  section,  the  theoretical  background  that  supports  understanding  of  the  
design  space  is  offered,  in  order  to  situate  the  approach  to  prototyping  adopted  
across  the  three  practice-­‐led  case  studies.  
  
Many  researchers  have  used  the  term  ‘design  space’,  with  varying  degrees  of  
attention  to  its  definition.    Lim  et  al.  (2008)  do  not  outline  exactly  what  they  
mean  by  the  ‘design  space’,  but  use  it  in  a  way  that  seems  to  imply  the  general  
context  in  which  designing  takes  place.    Redström  (2006)  also  talks  of  the  
potential  for  expanding  or  opening  a  ‘rich  design  space’  in  the  context  of  user-­‐
centred  design.    Design  researcher  Bo  Westerlund  (2009,  p.  128)  uses  the  notion  
of  the  design  space  as  a  conceptual  tool.    For  him  it  becomes  a  ‘tool  for  thought,  
a  conceptual  model,  that  can  be  used  both  for  designing  and  for  understanding  
design  processes’.    It  represents  ‘all  possible  design  solutions  that  would  work’,  
where  designers  ‘map  out  the  territory’  (ibid.,  p.  35).    In  its  use  as  a  concept,  the  
design  space  simplifies  the  ‘extremely  complex  multi-­‐dimensional  space’  (ibid.)  
that  exists  in  the  concrete  context  of  designing.  
  
Lim  et  al.  (2008,  p.  8)    also  suggest  that  a  design  space  is  ‘extremely  large  and  
complex;  it  is  not  feasible  to  explore  the  whole  space  at  one  time’.    Within  an  
architectural  project  for  example,  the  design  space  might  include  the  
combination  of  all  and  any  elements  which  impact  upon  designing  the  structure  
in  question,  given  the  design  brief,  wider  contextual  factors  and  resources  at  
one’s  disposal.    The  design  space  may  also  be  particular  to  the  person  designing,  
                                                                                                            
55
  The  contexts  for  design  were  considered  across  two  levels  within  Chapter  Two:    the  first  being  the  specific  situated  
context  of  a  particular  design  exploration,  including  an  acknowledgment  of  past  understanding,  present  awareness  and  
the  need  to  project  forward  to  develop  future  propositions;  the  second  being  the  wider,  complex  contexts  in  which  
design  now  operates.    These  are  noted  by  Sanders  (2013)  as  including  the  shift  from  disciplinary  traditions  (interior  
design,  graphic  design  etc.),  to  acknowledging  the  purposes  of  design  (for  service,  for  transformation,  for  wellbeing  etc.).    
Both  of  these  levels  of  context  are  encompassed  in  the  notion  of  the  design  space.  
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as  their  concerns  and  constraints  may  be  quite  different  to  another  person  
within  the  wider  team  of  involved  stakeholders.    Time  is  also  a  central  
consideration  within  the  design  space,  as  design  researcher  Andrea  Botero  
(2013,  p.  84)  notes:  ‘over  time,  the  composition,  evolution,  and  unfolding  of  
design  spaces  change  in  multiple  dimensions’.    
  
  Botero,  Kommonen  and  Marttila  (2010)  refer  to  the  design  space  as  the,  
  
space  of  potentials  that  the  available  circumstances  afford  for  the  
emergence  of  new  designs…made  possible  through  the  presence  of  
different  stakeholders,  tools,  technologies,  materials  as  well  as  social  
processes  and  agreements  (Botero  et  al.,  2010,  p.  2).  
  
Thus  the  boundaries  of  the  design  space  are  not  analogous  with  any  physical  or  
practical  constraints,  but  include  the  combination  of  people,  materials  and  
methods  which  facilitate  the  social  interaction  that  drives  and  shapes  the  design  
process.    The  boundaries  of  the  design  space  act  as  a  breathable  layer  that  can  
expand  and  contract  in  relation  to  new  discoveries  or  limitations.    
  
Sanders  and  Westerlund  (2011,  p.  309)  have  suggested  that  at  least  three  
definitions  of  the  design  space  exist:  ‘the  experienced  physical  space’,  ‘the  
current  work’  (e.g.  the  current  proposals  and  projects  of  those  involved),  and  
‘the  future  situation  of  use’  (or  ‘solution  space’).    The  authors  concern  is  to  move  
their  discussion  to  the  use  of  ‘co-­‐design  spaces’,  bringing  attention  to  the  act  of  
co-­‐design  in  the  design  exploration.    Sanders  (2013)  in  particular  uses  the  
concept  of  the  design  space  in  relation  to  the  shifts  underway  in  the  design  
landscape.    In  her  view,  the  emerging  design  spaces  (e.g.  designing  for  
experience,  service,  innovation,  transformation  and  sustainability)  must  account  
for  the  need  for  people  to  be  brought  in  to  the  earliest  phases  of  design,  in  order  
that  what  is  being  designed  (whether  a  product,  a  service  or  an  experience)  is  
relevant  for  people’s  lives.    In  these  design  spaces  (which  act  more  as  contexts  
for  design),  designing  is  used  to  facilitate  the  interaction  between  different  types  
of  stakeholders.    Sanders  presents  a  useful  perspective  that  highlights  the  
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different  stages  of  the  design  process  (and  the  different  methods  required  to  
manage  this),  the  people  that  might  or  should  be  involved  at  different  points  in  
the  design  process,  and  the  need  to  consider  the  overriding  purpose  of  design  
activity  as  prior  to  what  it  being  designed.      
  
In  his  conceptualisation  of  the  design  space,  Chris  Heape  (2007)  emphasises  the  
praxical  nature  of  design.    His  doctoral  study  explored  an  alternative  conception  
of  the  design  process  (to  the  linear,  rational,  problem  solving  definitions  that  
seem  to  prevail,  particularly  within  design  and  design  engineering).    His  (2007,  p.  
6)  alternative  definition  sees  the  design  process  as  the  ‘construction,  exploration  
and  expansion  of  a  conceptual  space’,  what  he  terms  a  ‘Design  Space’.    This  
designing  deals  as  much  in  the  manipulation  of  concepts  as  it  does  of  materials  
and  objects,  and  it  is  this  development  of  understanding  through  practical  action  
(whatever  form  this  may  take  and  whomever  it  may  involve)  that  is  a  key  
characteristic  of  praxis.    The  use  of  the  term  ‘design  space’,  rather  than  only  
using  ‘conceptual  space’,  highlights  this  praxical  nature  and  places  this  as  a  value  
of  designing.    
  
Heape  (2007,  pp.  6–7)  suggests  that  designing  can  be  seen  as  a  form  of  inquiry,  
and  offers  a  further  description  of  a  ‘Design  Space’:  ‘a  fluid,  dynamic,  emergent  
and  systemic  whole  of  interweavings,  traced  by  trajectories  of  exploration,  
experiment  and  change’.    This  ensures  that  we  conceptualise  the  design  space  as  
something  made,  not  given,  and  emergent,  not  pre-­‐defined.    From  this  we  see  
that  the  design  space  is  constructed  through  the  activities  of  designing.    
Prototyping,  as  a  basic  way  of  conceptualising  design  activity,  allows  the  
designers  (and  those  engaged  in  design)  to  explore  possibilities  that  relate  to  the  
project  in  question,  and  as  Lim  et  al.  (2008)  also  suggest,  allows  the  expansion  or  
opening  up  of  new  regions  for  exploration.      
  
The  design  space  is  therefore  a  contingent  and  relational  concept,  linked  to  the  
practical  activity  of  designing  and  responding  to  both  practical  and  conceptual  
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contexts  and  changes.56      As  one  designs,  one  makes  sense  of,  maps  and  
constructs  the  design  space,  potentially  discovering  elements  that  open  up  new  
avenues.    In  the  visualisation  in  Figure  10  below,  the  design  space  is  placed  
traversing  the  design  process  (developed  from  Sanders  and  Stappers,  2014),  
indicating  that  it  is  the  location  for  the  numerous  activities  of  design,  and  is  
influenced  by  a  number  of  external  contexts  and  constraints.    The  elements  of  
intent,  mindset,  approach  and  focus  in  time  (ibid.)  which  can  be  used  to  analyse  
and  makes  sense  of  particular  design  practices  are  placed  as  structuring  
elements  of  the  design  space,  influencing  how  it  is  explored  and  constructed.    
The  contexts  that  shape  design  are  indicated  as  boundaries,  although  these  are  
not  fixed:  they  too  are  contingent  and  can  be  seen  from  different  perspectives,  
depending  on  the  practice  in  question.  
  
The  use  of  sketching  by  hand,  and  then  further  iteration  via  computer  aided  
tools,  has  served  as  a  method  for  both  engaging  with  the  design  literature,  and  
for  applying  and  relating  it  to  the  conceptualisation  that  takes  place  through  
observing  and  understanding  cultural  artefacts  such  as  exhibitions.    Throughout  
the  doctoral  research  as  a  whole,  the  act  of  visual  analysis  and  conceptualisation  
has  also  strengthened  the  reflexive  capacity.    As  noted  by  design  and  craft  
researcher  Nithikul  Nimkulrat  (2012,  p.  5),  the  drawing  of  diagrams  and  
visualisations  can  be  used  within  creative  research  when  ‘experiences  [are]  too  
difficult  to  be  articulated,  and  also  to  facilitate  the  researcher’s  understanding  of  
the  literature  read  in  relation  to  the  creation  of  artifacts’.    
                                                                                                            
56
  In  this  way,  the  idea  of  conceptualizing  the  design  space  shares  some  similarities  to  ‘casing’  within  case  study  research,  
as  outline  by  Charles  Ragin  (1992b).      
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Figure  10:  The  design  process  as  an  exploration  of  the  design  space
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This  doctoral  research  can  be  conceptualised  as  the  exploration  and  construction  
of  a  particular  design  space,  which  in  turn  may  be  partially  conceptualised  as  the  
context  in  which  designing  takes  place.    This  context  is  multi-­‐dimensional  and  it  is  
the  praxical  nature  of  design  that  allows  the  research  to  progress.    The  concept  
of  the  design  space  acts  as  a  frame  for  understanding  the  design  process,  
ensuring  that  different  people,  practices,  interactions,  materials,  objects  and  
other  elements  are  brought  in  when  conceptualising  design.    Thus  as  Westerlund  
(2009)  notes,  it  acts  as  a  reflective  tool,  both  for  the  act  of  designing  (within  the  
research),  and  for  understanding  design  practice  at  a  wider  level.      
  
The  design  space  is  not  a  fixed  structure,  but  is  shaped  through  the  research  
process,  with  the  main  question  or  purpose  of  the  research  at  the  centre  of  
design  activity,  driving  the  exploration.    Prototyping  is  a  productive  metaphor  for  
framing  this  design  activity  because  it  is  a  basic  way  in  which  design  praxis  is  
structured:  the  action  drives  the  theoretical  reflection,  in  terms  of  manifesting  
the  part-­‐whole  hermeneutic  relation.    
  
Filtering  and  manifestation  
Lim  et  al.  (2008,  p.  7)  suggest  that  the  ‘incompleteness’  of  prototypes  is  what  
gives  rise  to  the  metaphor  of  prototype  as  filter.    A  filter  is  a  device  that  plays  
two  roles:  it  acts  as  both  passageway  and  barrier.    Certain  elements  are  allowed  
to  pass  through  whilst  others  are  absorbed,  suppressed  or  held  back.    
Prototyping  is  a  filtering  of  design  ideas  in  that  certain  aspects  may  be  examined  
and  explored,  whilst  others  are  held  in  suspension.    The  filter  splits  the  idea  into  
different  parts,  but  it  does  not  necessarily  dispense  with  any  of  these  parts:  they  
are  simply  held  back  for  examination  at  another  time.  
  
This  filtering  is  a  way  of  making  sense  of  a  complex  design  space,  where  it  is  not  
possible  to  deal  with  all  of  the  possible  variables  at  one  time.    The  designer  must  
therefore  be  explicit  about  which  elements  or  qualities  are  being  filtered  at  any  
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one  time:  which  of  these  are  in  play  and  which  are  paused,  waiting  on  the  
sidelines.    Yet  it  may  be  unclear  exactly  which  are  the  desired  qualities  for  
exploration,  and  which  can  be  safely  stowed.    Prototyping  is  also  a  means  of  
filtering  the  design  space  in  order  that  the  pertinent  qualities  may  rise  to  the  
surface  for  further  inspection  and  manipulation.    
  
Lim  et  al.  (2008)  argue  that  it  is  the  externalization  of  thought  which  allows  us  to  
reflect,  critique  and  iterate:    
  
[T]he  act  of  bringing  thoughts  into  material  form…is  itself  constitutive  of  
and  essential  to  creation…  The  realized  idea  becomes  a  discussant,  a  
collaborator,  helping  us  to  understand  and  examine  our  own  ideas.    
Therefore  when  a  designer  creates  and  envisions  an  idea,  she  necessarily  
develops  the  idea  by  moving  it  out  into  the  world  (Lim  et  al.,  2008,  p.  9).  
  
This  supports  Schrage’s  notion  of  prototypes  as  driving  innovation,  whereby  the  
act  of  manifesting  something  in  a  provisional  form,  makes  it  into  a  nexus  for  
collaboration,  critique  and  development  (Schrage,  2013,  2000).    Design  
researcher  Hazel  White  (2013)  also  indicates  the  characteristics  of  filtering  and  
manifestation  which  prototypes  embody,  although  she  does  not  use  these  terms.    
It  is  evident  from  her  description  of  the  development  of  a  digitally  networked  
craft  object  (Hamefarer’s  Kist)  that  prototyping  involves  the  aspects  of  
communication,  learning  and  participation  mentioned  by  other  authors,  as  well  
as  the  vital  importance  of  iteration,  empathy  with  users  and  the  development  of  
meaning.    Her  experience  of  prototyping  allowed  her  to  re-­‐evaluate  her  
preconceptions  (preunderstanding)  and  develop  new  understanding,  connected  
to  the  context  of  practice.    What  this  indicates  is  the  value  of  prototyping  as  a  
way  to  not  only  manifest  objects  which  can  be  used  to  gather  research  data,  but  
also  crucially  as  a  means  of  making  sense  of  particular  situations  
  
Prototyping  thus  leads  the  practice-­‐led  approach  of  this  research.    It  is  a  way  of  
exploring  and  filtering  the  design  space,  using  concrete  contexts  to  
operationalize  abstract  concepts  and  make  them  work  in  real  time.    It  is  a  way  of  
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crafting  interactions  between  different  parts  of  the  design  space,  and  acts  as  a  
sense-­‐making  activity,  which  supports  cycles  of  action  and  theoretical  reflection.    
  
Section	  8:	  Summary	  and	  Moving	  Forwards	  
  
As  has  been  outlined  throughout  this  chapter,  there  are  several  layers  to  the  
research  approach  adopted  for  this  study.    The  phenomenon  under  investigation  
is  the  framing,  mediation  and  communication  of  design  innovation  within  
exhibitions.    The  methodology  for  exploring  this  phenomenon  can  be  described  
as  a  hermeneutic,  practice-­‐led  approach,  where  the  overall  practice  is  design.    
Hermeneutics  sees  humans  as  meaning-­‐making  beings,  situated  within  and  
affected  by  a  meaningful  world,  immersed  in  the  trajectories  of  history.    It  is  a  
way  of  seeing  and  ‘being-­‐in-­‐the-­‐world’,  advocating  for  practical  engagement  as  a  
way  of  making  sense  of  this  meaningful  world.    Practice-­‐led  research  therefore  
brings  particular  understanding  about  the  world  because  it  is  experienced  
directly.    The  first  practice  outlined  in  the  previous  chapter  is  the  direct  
observation  of  design  exhibitions.    Seeking  understanding  through  engaging  in  
observation  in  the  field,  is  seen  as  a  key  method  for  design  research.  
  
The  research  as  a  whole  is  framed  as  a  design  inquiry.    Following  the  first  phase  
of  observation  and  reflection,  prototyping  powers  the  second  practice-­‐led  phase  
of  the  research.    Prototyping  is  seen  as  the  embodiment  of  a  hermeneutic  
process:  a  cycle  of  interpretation,  rooted  in  action  and  reflection.    It  is  a  
fundamental  way  in  which  designing  proceeds  towards  innovation.    The  
approach  to  prototyping  adopted  within  this  research  is  the  practice  or  method  
of  curating  design  exhibitions.    
  
The  curatorial  as  a  methodological  approach  is  seen  to  involve  a  responsibility  
for  making  considered  interconnections,  putting  the  act  of  critique  to  use  to  
develop  new  perspectives.    The  particular  curatorial  method  of  exhibition  can  be  
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seen  as  fieldwork:  a  method  for  investigating  a  particular  context,  and  a  way  of  
making  sense  of  complex  material.    Exhibition  as  method  also  offers  a  
contextualising  function,  using  the  act  of  ‘assemblage’  and  juxtaposition  in  order  
to  create  linkages,  connecting  and  reflecting  possible  meaning  across  different  
levels  of  part  and  whole.    By  placing  exhibition-­‐making  within  the  overarching  
framework  of  design,  it  becomes  a  method  of  prototyping  that  drives  the  
research.      
  
The  second  phase  of  practice-­‐led  research  involves  the  development  of  three  
case  studies.    This  may  be  seen  as  the  ‘construction,  exploration,  and  expansion’  
of  a  ‘design  space’  (Heape,  2007).    Describing  these  practice-­‐led  case  studies  in  
terms  of  their  nature  as  ‘design  spaces’  (within  the  wider  design  space  that  
comprises  the  doctoral  research  as  a  whole),  gives  precedence  to  the  manner  in  
which  design  is  used  as  a  means  of  exploring  their  boundaries.    A  visualisation  of  
the  methodological  progression  of  the  research,  and  how  the  different  elements  
intertwine  is  included  in  Figure  11  below.  
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Figure  11:  The  doctoral  research  design  process
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The  different  parts  and  stages  of  the  research  are  visualised  over  the  adapted  
design  process  model  which  has  been  previously  outlined.    This  indicates  that  the  
practice-­‐led  research  is  itself  conceptualised  as  a  process  of  design  for  innovation:  a  
combination  of  approaches  for  exploring  and  traversing  the  design  space,  through  
different  forms  of  research  and  prototyping.    Through  the  design  research  process,  
prior  assumptions,  values  and  ways  of  seeing  the  world  are  changed.      
  
The  literature  and  contextual  reviews  (Chapters  Two  and  Three)  feed  into  the  first  
practice-­‐led  case  study:  Design  in  Motion.    The  following  chapter  will  outline  the  
approach  of  this  first  case  study,  where  the  process  of  exhibition-­‐making  in  a  
particular  industry  context  is  described  and  the  insights  developed  from  navigating  
this  design  space  are  shared.  
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Chapter	  5:	  Case	  Study	  1	  -­‐	  Design	  in	  Motion	  
  
  
In  undertaking  doctoral  research  connected  with  an  industry  sponsor  that  is  still  in  
the  early  stages  of  being  established,  it  has  been  necessary  to  be  responsive  and  
adaptable  to  emerging  opportunities.    As  Robert  Stake  (1995)  has  noted,  
opportunity  to  learn  may  be  the  most  compelling  reason  behind  the  choice  of  a  
context  for  case  study  research.    Through  the  ESRC  Award  Placement  scheme,  an  
additional  funding  period  of  six  months  offered  the  chance  to  work  directly  with  
V&A  Dundee  on  a  live  exhibition  project.    This  project  involved  the  research  and  
development  of  a  national  travelling  exhibition:  Design  in  Motion.    This  chapter  
outlines  how  this  project  shaped  the  trajectory  of  the  research,  and  offers  insights  
arising  from  the  practice-­‐led  approach  developed  through  this  case  study.    
  
The  first  four  chapters  of  this  thesis  have  predominantly  outlined  the  research  
context  and  the  methodological  approach  from  a  conventional  distanced  academic  
perspective.    This  is  in  order  to  situate  the  reader  in  the  existing  framework  that  
shapes  the  approach  to  the  empirical  research.    This  chapter,  and  those  outlining  
case  studies  two  and  three,  add  a  first  person  perspective.    As  hermeneutics  guides  
this  research,  there  is  the  need  to  bring  in  my  own  voice,  as  the  researcher  
embedded  in  the  world  that  I  seek  to  understand  and  change.    This  is  not  to  say  that  
there  are  no  other  actors  who  have  impacted  this  process,  but  that  the  reflection  
undertaken  relates  to  my  own  process,  and  is  not  an  investigation  of  the  actions  of  
others,  as  might  be  the  case  in  other  forms  of  case  study.  
  
This  chapter  firstly  outlines  my  position  as  curatorial  researcher  with  the  Design  in  
Motion  project  and  describes  the  final  exhibition.    The  practice-­‐led  approach  to  the  
research  is  then  discussed,  and  the  chapter  goes  on  examine  the  process  of  curating  
design  in  this  industry  setting.    The  reflexive  analysis  pulls  out  basic  elements  of  an  
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object-­‐based  approach  to  curating  within  this  unique  museum  environment,57  and  
subjects  these  to  questioning.    
  
In  particular,  the  thesis  interrogates  activities  such  as  the  delineation  of  selection  
criteria,  and  a  reliance  on  visual  indicators,  as  a  suitable  way  to  expand  
interpretations  of  design.    The  development  of  the  ‘object  list’  as  a  basic  project  
management  tool  is  also  examined,  using  the  lens  of  prototyping  a  tool  for  analysis.      
By  framing  and  analysing  this  process  of  developing  the  exhibition  concept  as  the  
creation  of  a  series  of  prototypes,  this  seemingly  mundane  aspect  is  turned  into  a  
key  site  where  the  challenges  of  an  object  or  outcome-­‐based  approach  to  curating  
design  are  made  manifest.    
  
Section	  1:	  An	  outline	  of	  the	  Design	  in	  Motion	  project	  
  
Design  in  Motion  was  a  touring  exhibition  (February  –  June  2015),  conceived  of  as  a  
part  of  the  pre-­‐opening  programme  of  V&A  Dundee.58    This  was  a  partnership  
project,  which  involved  working  with  the  Travelling  Gallery  to  stage  an  exhibition  of  
contemporary  design.    The  Travelling  Gallery  is  a  custom-­‐built  bus  that  tours  across  
Scotland,  bringing  exhibitions  of  predominantly  contemporary  art  to  rural  
communities  as  well  as  urban  locations  (Figure  12).59      
  
                                                                                                            
57
  Although  V&A  Dundee  is  connected  to  the  larger,  established  London  organisation,  it  is  also  a  separate  entity,  developing  
an  individual  identity  as  the  team  grows  and  their  aspirations  for  the  project  develop.    There  was  no  standard,  stable  ‘case  
context’,  no  ‘business  as  usual’  for  the  researcher  to  observe.    
58
    Since  2011,  the  pre-­‐opening  programme  has  included  four  V&A  London  exhibitions,  held  in  partnership  with  the  McManus  
Art  Gallery  and  Museum  in  Dundee.    It  has  also  included  a  number  of  community  and  schools  development  projects.    See  
www.vandadundee.org  for  more  details.  (Accessed:  4  April  2016)  
59
  Currently  part  of  Edinburgh  City  Council’s  museum  provision,  the  Travelling  Gallery  has  been  in  existence  since  1978.    Now  
in  their  third  vehicle,  the  gallery  tours  across  Scotland,  from  as  far  north  as  the  Shetland  and  Orkney  Islands  down  to  the  
Scottish  Borders.    There  are  two  16-­‐week  tours  per  year,  often  developed  in  collaboration  with  other  venues  and  
organisations  (see  http://www.travellinggallery.com/  for  more  details.  Accessed:  4  April  2016).    Working  with  design  as  a  
subject  matter  was  quite  new  however,  as  was  the  partnership  with  such  a  high  profile  museum  venture  (V&A  Dundee)  
connected  with  a  large  national  organisation  such  as  the  Victoria  and  Albert  Museum.      
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Figure  12:  The  Design  in  Motion  exhibition,  travelling  through  the  wilds  of  the  Isle  of  Lewis.    Image  
©V&A  Museum  of  Design  Dundee  
  
The  primary  aim  of  the  Design  in  Motion  project  was  to  take  V&A  Dundee  out  to  
people  across  Scotland,  building  audiences,  fostering  interest  and  awareness  of  the  
museum  project  as  a  whole.    It  was  multi-­‐faceted:  part-­‐exhibition,  part-­‐  community  
learning  and  engagement,  part-­‐  content-­‐development,  part-­‐  marketing,  part-­‐  
relationship-­‐building.    The  tour  allowed  V&A  Dundee  to  meet  new  audiences,  future  
partners,  future  exhibitors,  and  showcase  the  ambitions  and  the  vision  for  the  
museum.    Researching,  curating  and  installing  the  exhibition,  was  therefore  only  
one  element  in  a  much  larger  network  of  connected  intentions.      
  
The	  researcher’s	  role	  within	  the	  Design	  in	  Motion	  project	  
The  opportunity  to  engage  in  curatorial  practice  with  the  industry  sponsor  offered  
direct  immersion  into  issues  that  arise  in  practice,  complementing  the  contextual  
exploration  outlined  in  Chapter  Three.    I  acted  as  a  curatorial  research  assistant.    My  
operational  role  involved  working  across  both  organisations,  to  conduct  and  
manage  a  scoping  exercise  of  contemporary  designers  based  in,  trained  in,  or  born  
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in  Scotland,  and  to  collate  information  about  key  designers  and  objects  for  the  
exhibition.      
  
Working  with  V&A  Dundee  allowed  me  to  orient  myself  to  working  within  the  day-­‐
to-­‐day  operations  of  the  company,  immersing  myself  in  the  culture  of  this  new  and  
still  emerging  organisation.    This  was  vital  for  developing  an  understanding  of  the  
constraints  of  a  particular  institutional  (partnership)  context,  grounding  the  
research  in  the  specificity  of  a  non-­‐academic  setting,  and  connecting  theoretical  
development  to  contingent  circumstances.    This  fits  with  a  hermeneutic  research  
perspective,  which  posits  that  we  are  embedded  in  the  world,  and  it  is  through  our  
practical  dealings  in  this  world  that  we  interpret  and  develop  understanding  (Bolt,  
2007).      
  
The  scoping  drew  on  the  expertise  of  a  curatorial  consultation  group  consisting  of  
people  from  within  design  education  and  the  creative  industries,  as  well  as  
representatives  from  V&A  London.    Two  group  consultations  were  held  to  generate  
ideas  and  gather  feedback  on  initial  research.    To  an  extent,  working  with  a  wide  
group  of  collaborators  reflects  the  nature  of  contemporary  design  practice.    Design  
is  so  diverse  and  changing  that  it  would  be  difficult  for  any  individual  curator  to  
have  extensive  knowledge  of  all  areas,  although  ‘curating  by  committee’  can  also  be  
criticized  for  lacking  a  strong  argument  or  vision,  as  well  as  pandering  to  market-­‐
driven  impulses  (Storr,  2006).      
  
Yet  it  reflects  something  noted  by  curators  of  contemporary  art,  such  as  Graham  
and  Cook  (2010),  who  emphasise  the  change  from  the  subject  specialism  of  
museum  curators,  coming  from  backgrounds  in  art  history,  to  the  necessity  for  
breadth  and  networks  required  by  the  curator  of  the  contemporary,  who  cannot  
know  all  of  the  factors  which  influence  and  affect  contemporary  practices.  60    The  
research  process  has  to  gather  different  perspectives.    It  is  the  synthesis  of  these  
                                                                                                            
60
  See  also  for  example  the  exhibition  NYC  Makers  (2014)  at  the  Museum  of  Art  and  Design  (MAD)  in  New  York.    This  
deliberately  pulled  from  numerous  sources  for  scoping  contemporary  practice  –  ‘cultural  leaders  and  civic  figures  from  a  
range  of  trades  and  disciplines,  including  museum  curators,  choreographers,  academics,  chefs,  musicians,  and  journalists,  
with  final  participants  selected  by  a  jury  led  by  [Glenn]  Adamson  and  exhibition  curator  Jake  Yuzna’    
(http://madmuseum.org/exhibition/nyc-­‐makers.  Accessed:  3  January  2016).  
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that  then  becomes  part  of  the  curatorial  role,  which  is  supported  through  the  
exhibition  design  process.    This  relationship  was  highlighted  in  Chapter  Three,  
where  it  was  recognised  that  the  team  approach  within  museums  requires  
negotiation  and  collaboration  across  different  departments  and  skill  sets.  
  
The  research  for  the  case  study  was  undertaken  primarily  in  the  first  six  months  of  
2014.    In  order  to  continue  to  observe  the  full  length  of  the  project’s  development,  I  
continued  to  volunteer  with  V&A  Dundee  until  the  tour  itself  commenced,  in  
February  2015.    A  timeline  showing  the  progression  of  the  project  is  offered  below  
(Figure  13).    This  is  mapped  onto  the  design  process  model,  discussed  in  Chapters  
Two  and  Four,  as  a  way  of  indicating  the  nature  of  the  Design  in  Motion  project  as  a  
whole,  and  the  research  specifically,  as  explorations  of  a  particular  design  space.    
Different  phases  of  the  process  are  indicated:  across  the  project  in  its  entirety;  my  
own  six  month  placement  and  continued  involvement;  the  exhibition  design  
process  (in  which  I  had  some  limited  input);  and  the  development  of  an  App  which  
ran  concurrently  with  the  process  and  was  launched  during  the  tour.      
  
I  have  placed  emphasis  between  November  2013  and  May  2014,  when  much  of  the  
research  and  development  for  the  exhibition  concept  took  place.    As  this  was  the  
main  period  I  spent  with  the  project,  this  is  where  the  focus  of  this  chapter  lies.    
However,  it  is  important  to  acknowledge  that  the  concept  for  what  Design  in  
Motion  would  become  began  long  before  my  own  involvement,  and  continued  to  
be  shaped  until  the  end  of  the  tour.    Indeed,  the  arrows  that  indicate  the  
progression  of  time  continue  to  extend,  as  does  the  ‘tail’  of  the  design  process,  as  
the  legacy  of  the  learning  from  a  project  such  as  this,  as  well  as  the  public  
engagement  impacts,  continues  beyond  the  end  of  the  physical  exhibition  itself.      
  
Mapping  the  temporal  progression  of  the  project  blends  this  linear  progression  with  
the  messier,  more  exploratory  nature  of  the  design  process,  and  its  parallel  cycles  
of  development  across  different  elements.    It  aims  at  a  sketching,  in  a  simple  way,  
the  connections  across  a  design  process,  the  different  design  spaces  that  are  
explored,  and  the  relationships  between  strands  that  exist  on  a  project  of  this  scale.    
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For  me,  sketching  in  this  way  is  a  form  of  visual  analysis:  using  a  visual  method  to  
make  sense  of  the  different  layers  of  the  design  space.      
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Figure  13:  A  timeline  of  the  Design  in  Motion  project  
  
This  indicates  a  sense  of  the  design  phases  and  points  of  development  throughout.  Sketching  and  visual  thinking  are  a  central  part  of  design  practice,  supporting  the  designer  in  making  sense  of  the  design  space  (Cross,  2007a;  Goldschmidt,  1991;  Schön,  
1983;  Yee  et  al.,  2012b).    Thus  sketching  and  visual  thinking,  together  with  writing  and  textual  reflection,  underpin  the  progression  of  this  research.
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Section	  2:	  Visual	  outline	  and	  description	  of	  the	  final	  exhibition	  
  
The  exhibition  featured  seven  contemporary  designers  or  companies,  educated  
or  working  in  Scotland,  with  an  interest  in  or  connection  to  design  heritage,  and  
who  use  digital  technologies  to  enable  them  to  push  the  boundaries  of  their  
discipline.61    Seeking  disciplinary  breadth  from  the  outset,  the  exhibition  covered  
the  areas  of  software  design  (Anarkik3D),  digital  games  design  (Sophia  George),  
fashion  (Holly  Fulton),  jewellery  (Lynne  MacLachlan),  textiles  (Sara  Robertson  
and  Sarah  Taylor),  animation  and  visualisation  (Digital  Design  Studio)  and  a  more  
conceptual  approach  to  3D  design  (Geoff  Mann).    The  exhibition  was  primarily  
targeted  at  young  people,  aged  16-­‐25,  and  a  learning  resource  and  interactive  
App,  ‘Design  Scotland’,  were  developed  to  accompany  the  tour  as  an  
engagement  tool  and  to  provide  a  legacy  for  digital  content  development.    The  
Travelling  Gallery  was  re-­‐designed  internally  by  exhibition  designer  Gabrielle  
Underwood,  and  a  new  exterior  bus  wrap  applied,  containing  images  from  the  
game  design  concept  as  well  as  architectural  renderings  of  the  future  museum  
building.    The  16-­‐week  tour  visited  70  locations  across  Scotland,  including  
schools,  colleges,  community  centres  and  public  venues.62    
  
A  series  of  images  are  offered  below  with  a  descriptive  account  of  Design  in  
Motion.    This  account  seeks  to  provide  context  for  the  insights  developed  
through  the  reflective  research  approach,  which  are  outlined  later  in  this  
chapter.  
  
                                                                                                            
61
  The  contemporary  focus  was  in  part  to  appeal  to  the  target  audience.    However,  the  exhibition  conditions  of  the  
Travelling  Gallery  are  also  not  suitable  for  any  museum  objects  that  require  specialist  lighting,  temperature  or  conditions.      
62
  The  cost  of  the  project  was  met  through  project  funding  from  the  People’s  Postcode  Lottery,  alongside  dedicated  
organisational  funding  from  the  Heritage  Lottery  Fund,  Mathew  Trust,  Scottish  Government,  Creative  Scotland,  the  
Esmée  Fairbairn  Foundation  and  City  of  Edinburgh  Council.    The  level  of  partnership  involved  reflects  a  feature  of  the  
cultural  industries  in  Scotland  today:  the  requirement  to  collaborate  to  secure  funding  and  ensure  continuation  of  
cultural  provision.      
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Figure  14:  Design  in  Motion,  Scottish  Parliament,  Edinburgh,  May  2015.  Image  ©V&A  Museum  of  
Design  Dundee  
  
  
  
Figure  15:  Design  in  Motion,  House  of  Dun,  Montrose,  April  2015.    Image  ©V&A  Museum  of  
Design  Dundee  
  
The  images  in  Figures  14  and  15  above  show  both  sides  of  the  external  wrap  
applied  to  the  bus  for  the  duration  of  the  Design  in  Motion  tour.    The  side  shown  
   191  
in  Figure  15  is  adapted  from  concept  sketches  for  a  digital  game  designed  by  
Sophia  George.    George  completed  a  residency  at  V&A  London,  supported  by  
V&A  Dundee  and  the  University  of  Abertay.    George  undertook  her  residency  in  
London  from  October  2014  to  March  2016,  responding  to  the  British  Design  
galleries,  before  returning  to  Dundee  to  work  on  game  development.    The  wrap  
for  the  bus  is  thus  a  showcase  for  two  key  aspects  of  V&A  Dundee’s  work  as  a  
new  design  organisation:  the  construction  of  a  museum  to  stimulate  design  
innovation,  at  the  heart  of  the  redevelopment  of  Dundee’s  waterfront;  and  the  
support  and  encouragement  of  new  designers,  through  providing  opportunities  
for  research  and  development.  
  
  
Figure  16:  The  interior  design  of  the  exhibition.  Image  ©V&A  Museum  of  Design  Dundee  
Exhibition  design  by  Gabrielle  Underwood.    It  is  not  possible  to  see  all  seven  exhibits  in  this  
image.  Designers  featured  included  (L-­‐R):  Sophia  George;  Dr  Sara  Robertson  and  Sarah  Taylor;  
Holly  Fulton;  Geoff  Mann;  Digital  Design  Studio;  Lynne  MacLachlan;  Anarkik3D  (out  of  image).    
  
Figure  16  shows  the  interior  of  the  bus.    Gabrielle  Underwood,  an  established  
exhibition  designer,  and  graduate  of  Duncan  of  Jordanstone  College  of  Art  and  
Design,  transformed  the  Travelling  Gallery  into  a  peripatetic  V&A  installation,  
bringing  a  national  museum  aesthetic  and  approach  to  what  is  predominantly  a  
contemporary  art  space.    Due  to  the  predominance  of  digital  and  illuminated  
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exhibits,  a  darkened  interior  was  designed  that  would  delineate  each  item  and  
make  the  most  of  a  limited  interior  space.      
  
  
Figure  17:  Sophia  George,  Strawberry  Thief.  Image  ©V&A  Museum  of  Design  Dundee  
  
Sophia  George’s  installation  is  shown  in  Figure  17.    This  included  two  playable  
iPad  games  (bottom  and  right),  a  digital  slide  show  of  development  sketches  and  
materials  (left),  and  an  interview  with  the  designer  and  her  team  (top).    The  
game  is  inspired  by  the  work  of  William  Morris,  and  consists  of  the  player  
interacting  with  a  digital  re-­‐imagining  of  his  well  known  ‘Strawberry  Thief’  
pattern.    As  the  player  moves  her  finger  across  the  iPad,  an  animated  Thrush  flies  
over  the  surface,  causing  layers  of  pattern  and  colour  to  appear.    George  worked  
with  a  team  including  a  programmer,  two  artist-­‐animators  and  a  sound  designer,  
who  created  an  adaptive  soundtrack  for  the  game,  which  changes  in  relation  to  
the  on-­‐screen  movements  of  the  player.    
  
Originally  conceived  of  as  a  ‘shoot  ‘em  up’  style  game  with  a  competitive  
element,  during  collaborative  design  development  George  shifted  her  approach,  
exploring  a  different  genre  of  game  with  a  focus  on  creating  a  non-­‐violent,  
contemplative,  accessible  experience  for  a  broad  audience.  
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Figure  18:  Sara  Robertson  and  Sarah  Taylor,  Digital  Lace.  Image  ©V&A  Museum  of  Design  
Dundee  
  
Textile  designers  and  researchers  Dr  Sara  Robertson  and  Sarah  Taylor  were  
featured  in  the  exhibition  through  their  prototype  textile  surface:  ‘Digital  Lace’.    
This  material  combines  linen  printed  with  thermochromic63  smart  materials,  
light-­‐emitting  optical  fibres,  and  a  knitted  copper  circuit,  connected  to  an  
Arduino  computing  platform,  which  controls  temperature  change.    It  is  not  a  
traditional  ‘object’  as  such,  and  was  included  in  the  exhibition  because  the  
designers  are  combining  their  expertise  to  bring  together  traditional  craft  and  
                                                                                                            
63
  Thermochromic  smart  materials  change  colour  in  response  to  changes  in  temperature.  
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design  techniques,  with  new  technologies,  creating  new  responsive,  interactive  
materials.  
  
Samples  can  be  seen  to  the  right  of  the  exhibition  display.    This  allows  tactile  
exploration,  to  support  audience  understanding  of  the  qualities  of  the  textile  
surface,  whilst  trying  to  avoid  too  many  people  touching  the  main  prototype  
piece  itself  (which  is  quite  fragile).    
  
  
Figure  19:  A  visitor  looking  at  the  work  of  fashion  designer  Holly  Fulton.  Image  ©V&A  Museum  of  
Design  Dundee  
  
Scottish  fashion  designer  Holly  Fulton’s  work  combines  hand  drawing,  digital  
design  and  manufacture,  and  couture  techniques.    The  pieces  from  her  
Autumn/Winter  2014  collection  bring  together  different  materials,  fabrics  and  
techniques,  with  visual  imagery  developed  from  an  array  of  cultural  references  
and  symbols  (such  as  Fritz  Lang’s  (1927)  film  Metropolis,  and  Dziga  Vertov’s  
(1929)  Man  with  a  Movie  Camera).    Fashion  illustrations  were  included  alongside  
the  dresses  displayed  on  mannequins,  to  provide  insight  into  her  visual  design  
development.  
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Figure  20:  Geoff  Mann,  Nocturne.  Image  ©V&A  Museum  of  Design  Dundee  
  
Geoff  Mann’s  practice  crosses  boundaries  of  art,  craft  and  design.    The  exhibit  
shown  in  Design  in  Motion  is  a  lighting  piece.    It  is  a  manifestation  of  the  flight  of  
moths,  filmed  using  photographic  and  motion  capture  technologies.    The  flight  
path  is  digitally  manipulated  and  given  a  surface  layer,  creating  a  file  for  3D  
printing.  
  
Within  Design  in  Motion,  the  thematic  commonality  of  digital  technologies  
attempts  to  set  each  designer’s  practice  within  a  different  inflection  of  digital  
potential.    ‘Nocturne’  was  the  piece  chosen  to  represent  Mann’s  practice,  as  it  
was  considered  to  visually  evoke  the  motion  that  it  aimed  to  capture.    Alongside  
the  piece  itself,  a  film  of  a  moth  fluttering  around  a  light  bulb  was  included  to  
create  a  visual  connection  between  the  solid  form  of  the  object,  and  the  
ephemeral  trajectory  of  the  moth  attracted  to  the  light.  
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Figure  21:  Design  in  Motion  on  Glasgow’s  Clyde  Arc  or  ‘Squinty  Bridge’.  Image  ©V&A  Museum  of  
Design  Dundee  
  
Bringing  together  digital  technology  and  architectural  conservation,  the  Digital  
Design  Studio  (DDS)  at  Glasgow  School  of  Art  was  featured  in  the  exhibition  
through  a  visual  showreel  of  recent  and  current  projects.    DDS  are  a  key  partner  
along  with  Historic  Scotland  in  the  Scottish  Ten  project,64  a  collaboration  with  the  
company  CyArk65  to  digitally  document  Scotland’s  five  UNESCO  World  Heritage  
sites,  and  five  international  sites.      DDS  have  developed  expertise  in  laser  
scanning  and  digitally  modelling  historic  buildings,  both  for  digital  and  physical  
conservation.    They  have  also  built  an  interactive  digital  map  and  3D  flythrough  
reconstruction  of  the  1938  British  Empire  Exhibition  that  was  held  in  
Bellahouston  Park  in  Glasgow.  
  
Projects  shown  in  the  showreel  included  renderings  from  the  British  Empire  
Exhibition,  laser  scan  data  from  the  conservation  and  restoration  of  Rosslyn  
Chapel  in  Midlothian,  laser  scan  data  and  digital  renderings  from  New  Lanark  
World  Heritage  site,  and  ongoing  work  on  the  Scottish  designed  and  built  
                                                                                                            
64
  See  http://www.scottishten.org/index/about.htm  for  details  (Accessed:  10  January  2016).  
65
  See  http://www.cyark.org/  for  details  (Accessed:  10  January  2016).  
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Nagasaki  Giant  Cantilever  Crane  in  Japan.    The  Japanese  crane  is  one  of  11  that  
survive  from  the  early  1900s,  which  include  the  Titan  Crane  in  Clydebank,  
Glasgow  (pictured  in  Figure  21  above).  
  
  
Figure  22:  Lynne  MacLachlan,  Phase  and  Shimmer  collections.  Image  ©V&A  Museum  of  Design  
Dundee  
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Lynne  MacLachlan  is  a  jewellery  designer,  originally  trained  as  an  aeronautical  
engineer,  who  primarily  designs  using  Computer-­‐Aided  Design  (CAD)  software.    
She  has  used  generative  design  tools  (such  as  the  ‘Grasshopper’  plug-­‐in  for  the  
Rhino  CAD  programme),  which  helps  her  to  create  different  patterns  and  design  
ideas,  which  would  not  be  possible  to  develop  by  hand  alone.    For  her,  
programming  and  digital  design  is  a  craft  tool,  allowing  her  to  shape  her  work  
directly  in  virtual  space.    Much  of  her  current  work  is  3D  printed  in  lightweight,  
flexible  nylon,  and  dyed  and  finished  by  hand.  
  
For  the  exhibition,  a  slideshow  of  images  was  included  showing  her  digital  
documents,  and  stills  from  the  3D  printing,  dyeing  and  finishing  processes.    A  few  
pieces  were  also  available  for  visitors  to  handle  and  try  on,  to  help  understand  
the  weight  and  textures  of  the  materials,  as  these  are  surprisingly  lightweight  for  
their  scale.    The  loss  of  tactile  qualities  and  the  connection  to  the  body  can  be  a  
frustrating  experience  when  viewing  jewellery  in  exhibition.    The  handling  pieces  
aimed  at  going  some  way  to  mitigating  this  experience.  
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Figure  23:  Anarkik3D,  Cloud9  software  and  Novint  Falcon  Haptic  Device  
  
The  final  exhibit  consisted  of  haptic  3D  modelling  software.    This  combines  a  
sense  of  touch  with  a  digital  design  tool.    Anarkik3D  has  been  developed  for  craft  
makers  who  often  feel  disconnected  from  digital  design  processes,  and  who  are  
challenged  in  exploiting  the  potential  that  digital  tools  (both  design  and  
manufacture)  can  offer,  particularly  with  the  increasing  access  to  rapid  
prototyping  technologies.    Visitors  to  the  exhibition  were  able  to  use  the  
software,  and  the  haptic  controller  (the  Novint  Falcon  Haptic  Device),  to  
experience  what  the  three-­‐dimensional  on  screen  space  ‘feels  like’,  through  
feedback  on  the  controller.  
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Section	  3:	  The	  reflexive	  research	  approach	  	  
  
There  have  been  two  levels  of  reflection  within  this  case  study:  the  level  of  
content  for  the  exhibition,  and  the  level  of  the  method  of  curating  as  a  method  
of  prototyping.    From  a  hermeneutic  perspective,  this  is  reflecting  on  embodied  
experiences,  whilst  also  considering  interpretations  derived  from  this  experience  
at  a  more  critical  distance.      
  
The  two  levels  of  reflection  indicate  the  implementation  of  the  hermeneutic  
circle:  an  oscillation  between  the  different  levels  of  part  and  whole  throughout  
the  research  journey.    Individual  aspects  of  content  development  at  an  
operational  level  become  reflected  against  the  overall  practical  project  aims.    
The  aims  for  the  research  are  informed  by,  and  emerge  out  of,  the  immersion  at  
the  level  of  the  operational  content.    Individual  details,  as  well  as  reflection  back  
on  to  the  wider  concerns  of  investigating  design  as  a  process  for  innovation,  
allows  understanding  to  move  forward  and  for  aspects  to  be  filtered  out  for  
exploration  in  subsequent  studies.      
  
Although  some  social  research  traditions  caution  against  premature  
interpretation  or  use  of  theoretical  frameworks,  lest  it  start  to  shape  or  overly  
influence  the  frames  with  which  we  see  the  case  context,  it  can  also  be  argued  
that  everything  we  do,  even  describing  situations,  is  interpretive.66      Alvesson  and  
Sköldberg  (2009,  pp.  53–90)  for  example  suggest  that  there  is  a  risk  of  
researchers  using  unreflected  categories  or  concepts    which  inadvertently  shape  
interpretation.      
  
In  a  practice-­‐led  study,  it  is  vital  to  reflect  on  action  from  the  outset.    What  is  of  
concern  here  is  not  checking  interpretations  to  see  if  they  accord  with  those  of  
the  various  different  team  members  or  other  project  stakeholders.    I  do  not  
                                                                                                            
66
  For  example  the  original  grounded  theory  methodology  as  outlined  by  Glaser  and  Strauss  (1999)  suggests  that  the  
researcher  solely  builds  theory  from  the  empirical  material,  and  avoids  imposing  theoretical  constructs  from  the  outset.    
From  a  hermeneutic  perspective  taken  from  Heidegger  and  Gadamer  however,  addressing  theoretical  prejudices  from  
the  outset  is  necessary,  and  our  preunderstandings  are  inevitable  aspects  of  how  we  interpret.  
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verify  if  my  interpretation  of  events  is  the  ‘correct’  interpretation,  as  if  there  
would  be  one  way  to  view  the  progression  of  a  project  or  the  insights  that  
emerge  from  it.    An  objective  of  the  practice-­‐led  study  was  to  delve  deeper  into  
some  of  the  assumptions  and  unreflected  practices  which  shape  how  design  is  
represented  in  exhibition,  and  explore  ways  in  which  to  address  other  aspects  of  
design  (for  example  as  a  process  of  innovation).    I  was  not  immersed  within  
either  organisation  in  order  to  critique  their  processes  or  practices  per  se.    I  was  
using  the  opportunity  to  reflect-­‐in  and  -­‐on  action  in  a  concrete  situation,  
allowing  new  insight  on  exhibiting  design  innovation  to  emerge.    
  
Inevitably  there  were  many  interesting  observations  from  direct  involvement  in  
the  empirical  setting.    However,  it  is  primarily  those  which  shed  light  on  the  
process  of  developing  the  exhibition,  and  the  use  of  prototyping  as  a  framework  
for  analysis,  which  will  be  discussed  below.      
  
Developing	  selection	  criteria	  and	  iterating	  the	  object	  list	  
Selection	  criteria	  
After  the  initial  consultation  session,  the  online  social  media  tool  Pinterest67  was  
proposed  as  a  way  for  the  consultation  group  to  share  ideas  remotely,  via  a  
visual  medium.    This  was  a  way  to  help  manage  and  guide  the  process  of  
developing  the  exhibition  concept.    Pinterest  is  effectively  an  online  pin  board,  
where  users  can  store  images,  films  and  links  to  other  documents,  either  directly  
from  the  web,  or  by  uploading  directly  to  the  site.    A  ‘content  curation’  tool,  it  
allows  people  to  carefully  select  (primarily  visual)  material,  and  display  it  either  
publicly,  or  shared  between  a  private  group.  
  
Between  consultation  sessions,  provisional  exhibition  themes  were  proposed  by  
grouping  and  discussing  the  different  characteristics  of  the  contributions.    These  
                                                                                                            
67
  See  https://uk.pinterest.com/  for  more  details  on  this  social  media  tool  (Accessed:  8  March  2016).  
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were  then  presented  at  the  second  session.    Based  on  the  pertinent  points  of  
discussion,  tentative  selection  criteria  were  proposed  which  could  be  used  to  
help  shape  the  continued  research  and  development  of  the  project.    These  
included:  the  level  of  engagement  with  digital  technology;  the  nature  or  type  of  
innovation;  visual  impact;  connection  to  design  heritage;  and  the  geographic  
location  of  the  designer  or  company.    The  discussions  were  led  by  the  initial  aims  
of  the  project,  the  different  knowledge  bases  of  those  participating,  as  well  as  by  
the  way  the  design  objects  or  examples  had  been  collected,  stored  and  
presented  through  the  visually-­‐dominated  Pinterest  boards.    Although  selection  
criteria  emerged  from  the  discussions  in  the  consultation  meetings,  some  of  
these  were  indicative  of  existing  organisational  priorities,  for  example,  
connecting  contemporary  Scottish  design  practice  with  design  heritage.    A  
geographic  spread  of  practice  was  also  sought  due  to  the  touring  nature  of  the  
exhibition,  and  in  order  to  make  local  connections  between  V&A  Dundee  and  
audiences  nationwide.  
  
On  reflection  of  other  criteria  such  as  the  ‘nature  or  type  of  innovation’,  we  can  
see  that  these  require  a  consideration  of  what  is  meant  by  ‘innovation’  for  this  
particular  project.    What  does  a  team  creating  an  exhibition  of  contemporary  
design,  linked  with  heritage,  wish  to  communicate  about  innovation  as  a  
concept?      These  basic  selection  criteria  are  open  to  critique,  and  questions  arise,  
such  as:  How  do  we  evaluate  and  compare  different  forms  of  innovation,  across  
diverse  practices?    What  frames  are  used  to  construct  and  communicate  
innovation  to  or  with  audiences?    The  underlying  assumptions  that  are  held  by  
individuals  or  teams  shape  the  process  of  evaluation:  certain  practices  or  
exemplars  may  receive  attention  over  others,  depending  on  the  (implicit  or  
explicit)  frameworks  for  evaluation  in  place.    The  development  of  any  exhibition  
concept  is  dynamic,  constructed,  and  temporally  situated.  
  
This  doctoral  research  is  invested  in  examining  the  concept  of  design  innovation,  
and  is  particularly  interested  in  exploring  how  it  might  be  framed  as  a  process.    
This  places  emphasis  on  the  notion  of  process  as  a  basis  for  evaluating  
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innovation.    How  do  we  interpret  this  process  of  innovation  within  different  
designerly  practices,  particularly  when  working  to  share  this  interpretation  with  
others?    These  questions  arising  here  are  not  easy  to  answer  and  are  folded  into  
the  entire  process  of  this  research.    They  are  part  of  how  the  whole  journey  
moves  towards  a  richer  understanding  of  design  as  innovation.    
  
The  selection  criterion  of  ‘visual  impact’  also  highlights  a  certain  evaluative  
position.    It  places  the  visual  as  one  of  the  most  important  elements  to  consider  
when  creating  exhibitions  of  design.    Judgments  are  made  about  the  qualities  
that  are  desired  in  a  visually  impactful  object.    However,  design  practices  may  be  
innovative  in  many  ways  that  do  not  foreground  the  visual,68  or  they  may  have  
other  forms  of  value,  such  as  social  impact.    If  the  visual  quality  of  practices  is  
difficult  to  categorise  within  existing  frameworks,  then  where  does  this  leave  
these  practices  and  their  place  within  exhibitions?    Related  to  the  questions  
above  about  evaluating  different  forms  of  innovation,  what  are  the  new  
frameworks  that  we  might  need  to  employ  for  bringing  out  narratives  of  design  
that  focus  beyond  the  visual  impact  of  the  object  and  associated  materials?    
Even  if  the  visual,  and  indeed  the  object  itself,  remains  as  a  vital  component  of  
the  exhibition,  how  can  the  balance  be  shifted  towards  exploring  different  
processes,  values  and  contexts  for  design?      These  are  questions  that  this  case  
study  has  prompted,  and  will  continue  to  be  explored  throughout  the  second  
and  third  studies  outlined  in  Chapters  Six  and  Seven.  
  
Building  selection  criteria  for  this  exhibition  was  also  connected  with  developing  
an  ‘object  list’,  to  both  document  and  shape  ideas  about  the  exhibition  content.    
My  development  of  the  object  list  went  through  several  iterations.    Examining  
this  progression,  we  can  see  that  each  version  plays  a  slightly  different  role  in  the  
development  of  the  project  overall.    Below,  an  analysis  of  this  curatorial  tool  
reveals  its  wider  significance  for  design  research  when  framed  through  the  lens  
of  prototyping.        
                                                                                                            
68
    For  example,  Philips  healthcare  division’s  redesign  of  the  patient  experience  of  medical  imaging  (see  Verganti  and  
Öberg,  2013).      
   204  
The	  Object	  List	  
Creating  an  object  list  for  an  exhibition  is  arguably  a  straightforward  task:  a  key  
aspect  of  managing  the  development  of  a  project.    It  enumerates  the  artefacts  
that  will  be  included  in  the  exhibition,  categorizing  them  through  various  
descriptions  such  as  size,  type,  materials,  provenance,  et  cetera.    Image  and  text  
are  brought  together  as  a  means  of  conceptualising  the  visual  argument  of  the  
exhibition,  as  well  as  being  a  planning  tool  for  its  eventual  manifestation.      
  
Taken  broadly,  object  lists  perform  different  functions,  at  different  stages  of  a  
project,  in  the  hands  of  the  different  stakeholders  involved.    As  a  curatorial  
research  assistant,  my  development  of  the  object  list,  and  its  various  functions  in  
recording  and  documenting  the  research  process,  is  different  from  the  exhibition  
designer’s  use  of  the  object  list  as  a  tool  for  the  development  of  a  visual  and  
spatial  narrative,  and  for  the  technical  installation  of  objects  in  a  physical  
environment.      
  
In  my  operational  role  as  curatorial  research  assistant  with  V&A  Dundee,  I  
developed  object  lists  as  a  way  of  managing  the  research  and  collating  relevant  
information  as  the  project  progressed.    For  the  doctoral  research  however,  I  am  
conceptualising  and  analysing  the  creation  of  a  series  of  object  lists  through  the  
lens  of  prototyping.    An  analysis  of  these  is  offered  in  Table  2  below.    Houde  and  
Hill  (1997,  p.  369)  have  suggested  that  a  prototype  can  be  seen  as  ‘any  
representation  of  a  design  idea,  regardless  of  medium’.    Each  version  of  the  
object  list  can  be  seen  to  manifest  the  iterative,  partial  development  of  a  design  
idea.    
  
This  use  of  the  concept  of  prototyping  as  an  analytical  tool,  focuses  not  on  the  
form  and  function  of  the  prototype  (as  in  traditional  notions  of  end  stage,  
functioning  products),  but  on  the  intention  behind  its  development  (what  it  is  
for,  or  trying  to  achieve  at  this  point  in  the  process),  and  the  audience  for  whom  
it  is  created.    If  we  consider  the  development  of  the  object  lists  to  be  a  
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prototyping  cycle,  each  iteration  can  be  seen  as  a  way  of  continuing  to  develop  
insights  through  reflecting  on  their  purpose  and  place  in  the  design  process.      
206  
Format	   Physical	  or	  
virtual	  
Focus	   Categories	  used	  	   Purpose	   Place	  in	  design	  process	  	  
1)  Spread  sheet   Virtual    
(text-­‐based)  
Existing  manufacturers  
(with  heritage  connection)  
Location;  Type;  Name;  contact  
info;  description;  other  info    
Scope  the  types  of  
manufacturer  that  currently  
operate,  and  explore  
potential  for  collaboration  or  
a  commission  
  
(Researcher’s  own  reference)  
  
Early  phases  of  the  
project:  
  
Pre-­‐design  
(Sanders/Stappers  –  S/S)    
Discover  (Design  Council  
-­‐  DC)  
  
2)  Spread  sheet   Virtual    
(text-­‐based)  
Contemporary  Scottish  –  
Scotland-­‐based  designers/  
companies  
Location;  Type;  Name;  contact  
info;  description;  other  info  
Scope  the  different  designers  
and  companies  currently  
operating  in  Scotland/  or  
those  trained  in  Scotland  and  
based  elsewhere;  create  
database  of  contact  
information  for  future  
research    
  
(Researcher  and  team  
reference)  
  
Early  Phases  of  the  
project  but  also  updated  
as  new  designers  came  to  
light:  
  
Pre-­‐design  -­‐  Generative  
(S/S)  
Discover  (DC)  
  
  
3)  Pinterest   Virtual    
(image-­‐based)  
Originally  Contemporary  
Scottish  or  Scotland  based  
designers/companies  
inspired  by  Scottish  design  
heritage  (later  became  a  
wider  exploration,  as  well  
as  those  using  digital  more  
specifically)  
  
Scottish/  Scotland  based/  
Scotland  trained;  Heritage  link;  
Innovative  design;  mix  of  
disciplines;  quality  
Collective  scoping  and  
mapping  of  interesting/  
innovative  contemporary  
designers;  pooling  
knowledge  of  consultation  
group;  shared  space  to  see  
works  visually  develop  
  
(Extended  group  
collaboration  tool)  
After  first  curatorial  
consultation  group  
meeting  
Also  updated  as  new  
designers  came  to  light  
  
Generative  (S/S)  
Discover  (DC)  
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4)  Themed  Pinterest  
boards  
Physical    
(image-­‐based)  
Themes  running  throughout  
collected  examples    
Scottish  Textiles  influenced  by  
design  heritage;    
Craft  and  design  influenced  by  
digital;    
Emerging  designers  –  
innovation;  Renaissance  in  local  
practice/  manufacturing  
enabled/driven  by  digital  
technology  
  
To  make  sense  of  the  
examples  collected  to  date  –  
narrowing  down  theme  for  
exhibition  
  
(Researcher  and  team,  
collaborative  theme  
development  tool)  
First  phase  defining  prior  
to  second  curatorial  
consultation  (March  
2014)  
  
Generative  (Evaluative  
within  this)  (S/S)  
  
Define  (first  phase  –  fed  
into  further  rounds  of  
discovery)  (DC)  
  
5)  Relational  
List/sketch  
(See  Appendix  B)    
Physical    
(image-­‐based)  
Finding  links  across  some  of  
the  designers  –  or  ways  to  
capture  and  extend  the  
digital  element.  
Name;  image  representing  the  
design  object  or  project;  stage  
in  career;  stage  of  object/  
project  completion;  type  of  
digital  innovation  
To  make  sense  of  examples  
collected  –  with  digital  as  a  
key  feature  used  in  an  
interesting  way;  to  make  
sense  of  how  they  could  
work  together  as  a  whole  
story  within  the  exhibition  
  
(Researcher’s  own  
development)  
  
Making  sense  of  the  
developing  themes    
  
  
Generative  (S/S)  
  
Define  (developed  prior  
to  Pin  Up  30th  April)  (DC)  
6)  Individual  ‘Pin-­‐Up’  
pages  
Physical    
(image-­‐based)  
Detailing  each  example  
gathered  for  evaluation  in  a  
team  setting  
Image  of  ‘object’  or  
representation  of  
project/person’s  practice;  
name;  title  of  piece  or  thing  as  
appropriate;  verbal  description  
A  team  discussion  to  select  
‘objects’  and  to  encourage  
research  in  other  areas  as  
required.    Balance  of  verbal  
communication  with  
reference  to  images  
  
(Group  discussion  tool)  
  
Group  Pin  Up  meeting  
April  2014  
  
Evaluation  of  some  
generative  findings  –  
further  exploration  
needed  (S/S)  
  
Define  (leading  to  
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discover  and  
development  of  certain  
aspects  over  others)  (DC)  
7)  Individual  
information  
documents  for  each  
designer  
Virtual    
(image  and  
text)  
Individual  designer  
practices    
Name;  image;  background  
information  gathered  through  
desk  and  ‘interview’  research  
Deepening  and  detailing  
knowledge  in  order  to  
develop  a  wealth  of  
information  about  each  
person  or  project  selected  
  
(Researcher  reference  and  
development  tool)  
  
Mid-­‐phase  definition  of  
chosen  elements  
(May/June/July)  
  
Evaluative  (S/S)  
Define,  Develop  (DC)  
8)  Full  Information  
Documents  
Virtual    
(image  and  
text)  
All  relevant  information  
plus  contact  information  
etc.,  for  each  designer.    
Name;  contact  details;  
indicative  images  (background,  
development,  physical  objects  
–  as  appropriate  due  to  stage  of  
completion  of  projects);    
Table  including:  object  
(dimensions)  and  interpretation  
materials;  level  of  engagement  
with  digital  technology;  nature  
or  type  of  innovation;  visual  
impact;  heritage  story;  main  
story.  
Potential  audiences;  
background  info;  disciplinary  
info;  values;  collaborators;  
other  heritage  info;  quotes;  
designers’  own  requirements  
for  exhibition  etc.  
  
  
Creating  one  document  for  
each  designer,  that  details  
the  same  type  of  
information.    Intended  to  be  
an  accessible  resource  for  
the  whole  team  to  have  
access  to.    Reported  in  
selection  criteria  format  to  
be  used  for  comparative  
development  as  appropriate  
  
(Team  reference  tool)  
  
Mid-­‐phase  development  
of  deeper  contextual  
detail  for  each  chosen  
element  (May/June/July)  
  
  
Generative/  Evaluative  
(S/S)  
Define/Develop  (DC)  
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9)  Object  List   Virtual    
(image  and  
text)  
Details  of  all  projects  
chosen  to  date  with  quick  
reference  to  outline  
Project  name;  brief  
introduction;  image;  possible  
objects;  designer  name;  
educational  
background/location  (Scottish  
college/geographic  link);  
project  themes  
  
Quick  reference  guide  
including  all  projects  for  
exhibition  designer  and  or/  
other  members  of  team  
Provision  of  reference  tool  
for  ease  of  project  
management  
  
(Team  reference  tool)  
  
Later  phase  (June/July)  
  
  
Evaluative  (S/S)  
Develop-­‐Deliver  (DC)  
  
10)  Exhibition  
Designer:  Object  List  
Virtual    
(image  and  
text)  
Technical  information.  Each  
object  to  be  included  
including  interpretive  
materials  
Some  categories  provided  by  
Exhibition-­‐Designer:  Image;  
(project)  name;  associated  
objects;  dimensions  (mm  
HxWxD);  Lender;  AV  
Requirements;  display  
requirements;  weight  (kg);  
Notes;  To  do.  
All  items  to  be  included  in  
the  exhibition  are  
enumerated  and  accounted  
for  so  the  design  can  be  
finalised,  the  construction  
planned  and  implemented.    
This  is  a  technical  document  
  
(Exhibition  designer  technical  
document  and  team  
reference  tool)  
  
Post-­‐placement  phase  –  
exhibition  design  period  
(August-­‐October)  
  
Evaluative  (S/S)  
Develop-­‐Deliver  (DC)  as  
changes  to  some  objects  
require  flexibility  as  
project  progresses  
throughout  Sept-­‐Nov  
period  
  
Table  2:  Different  iterations  of  the  object  list      
These  are  described  in  terms  of:  the  format;  whether  it  was  a  physical  or  virtual  and  image  and/or  text-­‐based  tool;  the  focus  of  the  prototype;  the  categories  used  to  
differentiate  design;  the  purpose  of  the  iteration;  and  the  phase  in  the  project  matched  to  a  stage  in  the  design  process  overall  (roughly  in  relation  to  the  design  
process  models  by  Sanders  and  Stappers  (2014)  and  the  Design  Council  Double  Diamond).  
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As  a  series  of  prototypes,  the  object  list  may  be  seen  as  beginning  in  an  exploratory  
approach,  shifting  through  different  stages  as  the  design  process  progresses.    It  
begins  as  a  place  to  gather  ideas  and  make  sense  of  the  curatorial  premise  (1,  2,  3,  
4).    It  becomes  a  place  to  visually  refine  and  test  the  core  argument  of  the  
exhibition,  as  it  will  be  constructed  through  the  things  on  display  (4,  5,  6).    It  is  a  
place  to  share  and  communicate  the  curatorial  argument  with  others  who  may  
affect  its  material  and  conceptual  shape  (4,  6,  8),  and  it  is  a  place  to  describe  and  
enumerate  all  things  that  will  make  up  the  physical  manifestation  of  the  exhibition  
(7,  8,  9,  10).    Finally  it  can  be  seen  as  a  functional  document  offering  technical  
information  so  that  further  parties  can  be  brought  in  to  physicalize  the  exhibition  
(10).    
  
In  Table  2  the  intention  is  to  show  the  progress  of  thinking,  and  suggest  that  these  
iterations  of  prototypes  (even  when  seen  in  terms  of  lists  and  spreadsheets)  are  a  
means  of  filtering  this  particular  design  space  (an  object-­‐based  approach  to  curating  
in  the  organisational  setting  of  the  industry  sponsor).    Analysing  the  object  list  as  a  
series  of  prototypes  for  the  doctoral  research,  allows  both  the  succession  of  
conceptual  development  to  be  made  concrete  and  visible,  and  throws  up  some  of  
the  central  challenges  for  curating  design  in  this  setting,  which  are  discussed  below.  
  
Figure  24  indicates  the  different  phases  of  prototyping  that  were  outlined  in  
Chapter  Two.    If  we  examine  the  different  stages  of  the  object  list  development,  the  
aims  behind  each  can  be  considered  in  comparison  to  the  different  phases  of  
prototyping  throughout  the  design  process.    The  intentions  behind  the  prototypes  
may  then  become  clearer.  
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Figure  24:  (Replica  of  Figure  4,  Chapter  Two,  p.  62)  Different  stages  and  aims  of  prototyping  across  
the  design  process    
  
Starting  from  collections-­‐based  categories  and  visual  indicators  
  
The  first  exploratory  phase  of  prototyping  involved  scoping  heritage  manufacturers  
and  contemporary  Scottish  designers  and  companies  whose  work  was  influenced  by  
design  heritage.    I  developed  databases,  using  categories  that  drew  from  a  V&A  
collections-­‐based  list  of  Scottish  companies  and  manufacturers.    These  databases  
sought  to  capture  initial  information,  such  as  name,  geographic  location,  type  of  
work/product,  contact  information  and  other  descriptive  outlines.      
  
These  prototypes  were  primarily  for  my  own  reference:  a  tool  to  make  sense  of  the  
design  landscape  through  both  a  heritage/manufacturing  lens  and  contemporary  
practice  lens.    This  can  be  seen  as  beginning  to  navigate  the  ‘pre-­‐design’  or  
‘discovery’  phase  of  the  design  process,  using  different  categories  as  an  initial  way  
of  directing  the  content  research.  
  
However,  in  reflecting  on  the  use  of  a  format  drawn  from  a  collections-­‐based  set  of  
criteria,  it  could  be  argued  that  this  is  problematic  for  categorising  some  
contemporary  design  practices.    One  consideration  is  that  sticking  to  the  use  of  
‘types’  of  practice  or  product  collected  by  a  museum  (such  as  textiles,  furniture,  
publishing,  printing,  or  ceramics),  limits  thinking  to  the  design  ‘of’  these  things  (as  
designated  by  an  existing  museum  category).    This  remains  within  what  Sanders  
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(2013)  has  called  the  traditional  design  disciplines,  rather  than  the  emerging  
purposes  of  design  (design  for  service,  for  transformation,  for  engagement  et  
cetera).    Clearly  it  is  possible  for  curators  and  exhibition  teams  to  step  out  of  
traditional  boundaries,  but  the  extent  to  which  these  may  implicitly  structure  
thinking  about  exhibition  development  may  be  problematic  for  moving  on  from  
prior  categories.    Is  there  a  risk  that  gathering  visual  examples  in  this  way  assumes  
that  the  object  is  what  we  should  be  displaying?    Does  the  form  of  the  research  
process  implicitly  structure  the  types  of  things  around  which  a  narrative  is  created?      
  
It  can  be  difficult  to  find  an  image  that  represents,  for  example,  the  intentions  
behind  experimental  critical  design  projects  or  service  design  processes.    Despite  
researching  and  examining  contemporary  design  practices  and  contexts,  to  what  
extent  does  the  existing  object-­‐centric  frame  of  the  museum  (closely  tied  to  the  
tradition  of  exhibiting  collections),  and  the  nature  of  the  visual  search,  create  a  
barrier  to  researching  and  conceptualising  design  differently?      
  
It  is  common  practice  for  museum  exhibitions  to  use  the  collections  as  way  to  tell  
stories  through  material  culture.    When  practices  that  are  not  easily  classifiable  
through  objects  arise,  it  becomes  more  of  a  challenge  both  to  represent  them  in  the  
development  of  the  exhibition  research,  and  potentially  even  more  so  within  a  
physical  exhibition  setting.      
  
Reflecting  on  the  first  Pinterest  prototype  (3),  used  in  the  exploratory  or  generative  
phase  of  research,  I  found  there  was  the  tendency  to  rely  on  visual  indicators.    This  
is  partially  the  result  of  it  being  a  virtual  space  to  visually  gather  potential  objects.    It  
is  easy  to  ‘pin’  images  without  taking  the  time  to  include  the  rationale  for  including  
them  within  the  research.    This  is  not  a  criticism  of  those  contributing  to  the  
research,  but  of  the  capacity  of  the  tool  to  encourage  a  visual  emphasis  at  the  
expense  of  the  textual  and  contextual.    What  it  highlights  in  particular  is  the  inability  
of  the  images  to  convey  the  wider  significance  of  design  without  some  supporting  
explanation.      
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Figure  25  shows  a  small  section  of  the  Pinterest  board,  with  varying  levels  of  
information  provided  about  what  the  image  was  of,  and  why  it  had  been  added.  
  
  
Figure  25:  Screenshot  of  a  small  section  of  the  shared  Pinterest  board  
  
In  the  image  of  fashion  designer  Judy  R  Clark’s  pieces,  photographed  at  Hopetoun  
House,  for  example,  it  is  not  clear,  other  than  perhaps  aesthetically,  why  we  should  
be  particularly  interested  in  this  designer,  and  what  including  a  dress  within  the  
exhibition  might  offer  in  terms  of  supporting  other  people  to  understand  the  value  
of  design.    For  the  Pinterest  board,  this  image  is  nothing  more  than  an  aide  memoir  
for  further  research,  and  in  this  respect,  perhaps  it  is  not  so  vital  that  a  plethora  of  
information  is  included.    However,  it  points  to  a  wider  problem  with  allowing  the  
visual  qualities  of  an  object  or  outcome  to  represent  the  practice  of  design,  as  a  
situated,  contingent  process  which  relies  on  a  number  of  wider  contextual  factors  
to  come  into  being  (Kimbell,  2011).    The  image  (and  perhaps  this  could  be  extended  
to  the  ‘artefact’  itself),  offers  little  in  terms  of,  for  example,  how  or  why  these  
pieces  are  made,  who  the  designer  works  with  to  create  them,  the  historical  
references  within  the  work,  her  brand  as  a  designer  or  how  she  manages  this  to  
develop  her  reputation  within  the  industry.    Although  other  materials  can  be  
included  as  further  contextual  significance,  beginning  from  the  object  as  a  starting  
point  arguably  allows  too  great  a  continued  focus  on  this  as  the  central  point  for  
exhibition.      
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This  object-­‐based  approach  to  research  for  the  exhibition  retains  a  focus  on  the  
outcome  of  design  activity  and  situates  any  discussion  of  innovation  at  the  level  of  
product,  rather  than  process.    If  we  seek  to  reveal  design  as  a  complex  practical  and  
intellectual  process,  then  remaining  at  the  level  of  the  product  or  outcome  is  
problematic.      
  
Working  with  practicing  designers  and  companies  is  needed  to  more  fully  
understand  and  evaluate  the  nature  of  different  kinds  of  design  and  forms  of  
innovation.    Practicing  designers  may  not  have  the  same  kind  of  material  record  
that  exists  for  historical  practices:  indeed  the  categories  we  have  and  the  way  we  
engage  with  and  try  to  evaluate  practice  for  exhibition  may  have  to  shift.    The  
necessity  is  there  for  a  contemporary  curator  to  be  embedded  in  multiple  networks  
in  order  to  explore  and  access  people  as  collaborators  or  contributors.    This  may  
then  mean  that  the  development  of  the  object  list,  instead  of  being  the  
development  of  a  list  of  possible  physical  examples  for  exhibiting,  is  instead  firstly  
the  development  of  a  network.  
  
Accessing  design  in  the  first  instance  through  visual  examples  of  objects  and  
outcomes  may  be  misleading,  and  does  not  necessarily  offer  an  entry  point  into  the  
depth  of  practice.    Although  the  Pinterest  boards  show  the  ‘what’  of  different  
practices,  the  main  concern  is  the  why.    Why  is  design  used  in  certain  settings,  what  
are  the  aims,  purposes  and  the  significance  behind  these  practices?    A  key  challenge  
is  in  shifting  how  we  use  things  to  stand  in  for  practices,  and  in  perhaps  shifting  the  
assumption  or  starting  point,  that  what  we  need  is  an  object  to  display.  
  
The  object-­‐list  iteration  -­‐  prototyping  as  crafting  interactions  
  
Creating  hard  copies  of  the  themed  Pinterest  boards  for  group  consideration  (4),  
can  be  seen  as  a  way  of  ‘crafting  interactions’  (Schrage,  2013),  both  between  the  
objects  for  the  exhibition  and  between  the  exhibition  team.    Ideas  are  manifested  
and  brought  together.    As  a  prototype,  it  is  the  tentative  beginning  of  testing  a  
design  hypothesis  (the  second  phase  in  Figure  24  above).    The  idea  can  be  put  on  
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the  table  for  reflection,  group  discussion  and  development,  across  not  only  the  level  
of  content,  but  for  practical  purposes  for  the  exhibition  design,  the  touring  capacity  
and  the  audience  demographic.      
  
In  a  team  approach  to  exhibition,  communication  of  the  intentions  and  purpose  of  
the  prototype  (in  this  case  the  content  of  a  Pinterest  board)  is  vital  to  ensuring  
people  can  make  sense  of  the  particular  concept  being  explored.    The  prototype  
provides  a  concrete  place  for  people  to  gather,  and  may  offer  the  opportunity  to  
discuss  the  relative  merits  of  some  selections  over  others.    This  is  how  shared  
understanding  is  built  of  the  developing  concept,  as  long  as  motivations  and  
intentions  are  made  clear.    
  
Within  the  further  stages  of  the  object  list  development  came  the  process  of  the  
‘Pin-­‐up’  (6).    This  is  a  process  used  within  museums  such  as  V&A  London  and  
National  Museum  Scotland,  where  curators  pin  images  up  onto  the  wall,  asking  for  
feedback  on  the  exhibition  concept.    The  Pin-­‐Up  for  Design  in  Motion  involved  using  
large-­‐scale  images  to  facilitate  the  discussion  of  different  designers  and  objects,  and  
the  rationale  for  their  inclusion.    This  was  an  active  prototyping  exercise:  an  
opportunity  to  sketch  out  and  evaluate  the  potential  connections  being  built  so  far.    
Seen  as  a  prototype,  a  Pin-­‐Up  is  both  more  and  less  than  an  exhibition:  more  in  that  
it  offers  an  excess  of  content  and  considerations;  less  in  that  it  does  not  include  the  
many  other  physical  dimensions  which  make  up  an  exhibition.    The  Pin-­‐Up  is  a  filter  
that  distils  aspects  of  the  research  progress,  and  a  rough  articulation  of  potential.    
  
During  the  Pin-­‐Up  session,  some  ideas  were  removed  due  to  a  perceived  lack  of  
visual  appeal,  and  duplication  of  content  over  preferred  choices.    Routes  for  further  
investigation  were  also  highlighted.    Crucially,  it  was  also  an  opportunity  for  senior  
members  of  the  museum  staff  to  pull  in  strategic  objectives.    Without  this  
opportunity  for  discussion,  managed  through  visual  indicators,  the  project  could  not  
have  made  the  next  steps  in  both  defining  core  aims,  as  well  as  highlighting  the  
need  for  a  further  round  of  generative  research.    This  prototype  manifested  a  
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particular  iteration  of  the  Design  in  Motion  project’s  identity:  shown  to  be  strong  in  
some  respects  and  requiring  further  work  in  others.      
  
The  Pin-­‐Up  session  also  allowed  the  development  of  the  object  list  to  be  reframed  
as  consideration  of  ‘projects’.    This  can  be  seen  as  a  shift  in  the  conceptual  focus  
from  fixed,  concrete  objects  with  specific  interpretive  frames,  to  more  dynamic,  
projects  in-­‐progress.    Framing  these  contemporary  practices  as  ‘objects’  seemed  
too  restrictive.    This  indicates  the  need  for  being  open  to  change,  and  to  
interpretive  possibility.  
  
  
Issues	  around	  mediation	  and	  communication:	  the	  text-­‐object	  relation	  
In  the  latter  phase  of  exhibition  development,  discussions  around  the  interpretive  
texts  for  the  exhibition  prompted  me  to  consider  this  element  of  communication  
for  the  doctoral  research  in  more  detail.69    The  overall  experience  of  the  Travelling  
Gallery  as  an  exhibition  is  quite  unique  in  that  there  are  always  members  of  staff  
that  accompany  the  bus  to  each  location,  and  give  tours  and  talks  at  each  venue,  
particularly  for  school  and  college  groups.    In  the  regular  Travelling  Gallery  
programme  of  contemporary  art  exhibitions,  it  is  common  practice  to  include  only  
minimal  written  interpretation,  perhaps  on  a  take  away  leaflet.    This  is  to  encourage  
audiences  to  focus  on  the  artworks  and  to  develop  their  own  interpretations.    
However,  the  staff  presence  within  the  exhibition  encourages  a  conversational  
approach  to  interpretation,  and  an  interaction  between  the  Travelling  Gallery  and  
the  audience.    In  the  normal,  everyday  experience  of  a  museum  exhibition,  there  
would  not  necessarily  be  a  member  of  museum  staff  available  to  discuss  the  
exhibition  with,  unless  on  a  specific  guided  tour.    The  use  of  carefully  constructed  
textual  interpretation  in  the  museum  is  therefore  seen  to  cater  for  the  visitor  who  is  
making  sense  of  objects  in  their  own  time,  and  may  require  some  support  in  doing  
so.      
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  It  was  not  within  my  remit  to  write  the  final  texts  for  the  exhibition.    However,  I  did  discuss  their  content  with  the  team  
based  on  the  research  undertaken  in  the  first  half  of  the  project.  
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It  is  common  practice  for  particularly  large,  national  museums  to  have  an  
‘interpretation  policy’  in  place.70      These  outline  the  approach  and  principles  of  
writing  clear,  accessible,  interesting  and  relevant  texts,  using  appropriate  language  
for  communicating  with  public  audiences.    Depending  on  the  type  of  collections  and  
the  geographical  location  of  museums,  factors  such  as  particular  local  interest,  or  
high  numbers  of  tourists  from  different  countries  may  impact  the  kinds  of  
approaches  to  writing  interpretive  support.    These  policies  may  also  stipulate  
elements  such  as  recommended  word  limits  and  textual  point  sizes  for  the  different  
types  of  labels  that  accompany  different  parts  of  exhibitions  and  galleries.    
Guidelines  from  the  V&A  approach  state  that:  
  
Visitors  have  come  to  look  at  objects,  not  to  read  books  on  the  wall.  They  
are  tired,  they  are  standing  up,  and  they  might  well  be  craning  over  
someone’s  shoulder.    
  
These  word  limits  don’t  restrict  the  amount  of  information  that  most  visitors  
absorb.    Instead,  they  increase  it.    In  a  gallery  or  exhibition,  less  really  is  
more.    There  is  a  real  difference  between  the  complexity  and  nature  of  
information  that  can  be  gained  through  an  exhibition  and  that  which  is  
suitable  for  a  book  (Trench,  2013,  p.  9).  
  
This  makes  clear  the  object-­‐emphasis  within  the  museum,  and  ties  this  to  the  
assumed  intentions  of  the  visitor.    It  outlines  the  practical  considerations  that  
underlie  a  museum  interpretation  approach,  particularly  within  an  increasingly  
audience-­‐focused  museum  culture.    There  has  been  a  move  away  from  overly  
academic  texts  that  seem  to  be  written  for  other  curators  or  experts,  towards  a  
more  accessible  communicative  approach  that  recognises  audiences  as  interested,  
educated,  but  not  specialist  in  all  of  the  objects  and  subjects  a  museum  offers.      
  
Curator  Ingrid  Schaffner  (2006)  has  suggested  that  the  use  and  implementation  of  
wall  texts  depends  on  the  nature  of  the  exhibition,  and  the  type  of  experience  being  
created  for  an  audience.    She  also  considers  that  interpreting  the  purpose  of  an  
exhibition  for  an  audience  is  a  curatorial  responsibility.    In  her  view,  the  wall  text  
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  This  has  been  confirmed  in  conversations  with  curators  and  educators  working  in  the  museum  field,  within  the  museum  
studies  literature  as  well  as  in  documents  produced  by  the  V&A  museum  in  London  (See  Trench,  2013).  
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should  be  accountable  and  equip  viewers  of  art  with  the  same  knowledge  and  
understanding  as  the  curator.    This  means  indicating  why  a  particular  element  is  
there,  in  relation  to  the  rest  of  the  exhibition,  and  the  wider  contextual  concerns  
that  may  play  into  the  premise  of  the  exhibition.    This  suggests  the  need  to  hold  the  
audience  foremost  in  the  mind  when  communicating.    It  is  the  provision  of  a  
mediating  perspective  between  what  is  shown,  and  why  it  has  been  deliberately  
selected  to  develop  a  particular  argument,  rather  than  simply  being  a  manifestation  
of  some  objective  ‘reality’.      
  
Rather  than  seeking  to  offer  things  for  people  to  learn,  Schaffner  also  suggests  that  
texts  and  labels  intimate  what  is  exciting  or  profound  about  what  is  on  view.    An  
issue  that  could  be  taken  up  here  is  that  there  is  a  huge  emphasis  on  the  visual  
within  exhibitions,  and  particularly  in  Schaffner’s  context,  the  art  exhibition.    Where  
does  this  leave  us  if  what  is  exciting  and  profound  about  ‘things’  in  an  exhibition  is  
not  (only)  their  visual  qualities?    What  if  what  is  exciting  and  profound  is  the  part  
design  plays  in  a  much  larger  process  of  change,  such  as  different  forms  of  practice  
that  engage  in  difficult  and  complex  social,  environmental  or  economic  issues?    Or  
what  if  what  is  displayed  does  not  readily  demonstrate  the  reasons  for  its  
profundity  or  excitement?    What  if  the  visual  intrigue  and  significance  of  an  object  
actually  has  a  tendency  to  mask  the  underlying  significance  of  its  production?    
  
The  note  in  the  first  line  of  Lucy  Trench’s  (2013)  interpretation  policy  text  above  is  
also  telling  of  a  traditional  museum  approach:  that  visitors  have  come  to  look  at  
objects,  that  these  are  the  core  of  the  exhibition  and  permanent  displays.    What  
does  this  mean  for  a  desire  to  focus  on  the  processes  and  practices  of  design,  as  a  
methodology,  as  part  of  a  process  of  innovation?    Does  this  elevation  of  the  object  
mean  that  exploring  and  communicating  these  other  aspects  of  design  must  
necessarily  be  given  secondary  importance?    This  conundrum  resonates  throughout  
this  research,  as  although  the  materiality  of  design  processes  continues  to  be  
important,  the  shift  away  from  the  outcome  of  design  practices  is  still  to  be  
addressed.        
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However,  there  are  also  more  practical  considerations  that  have  to  be  taken  into  
consideration  for  the  museum,  when  developing  interpretive  texts.    Design  in  
Motion,  although  a  contemporary,  temporary  exhibition,  was  also  intended  as  an  
indication  of  the  approach  V&A  Dundee  would  be  taking  to  exhibition  within  the  
museum  itself.    Thus  it  was  an  introduction  to  the  museum,  as  well  as  an  exhibition  
showcasing  and  exploring  Scottish  design.    Therefore  the  approach  to  interpretation  
was  developed  in  the  manner  of  the  V&A  museum  guidelines,  which  are  part  of  the  
overall  V&A  brand  identity.    The  different  texts  within  the  exhibition  had  to  perform  
a  number  of  different  functions:  introducing  the  V&A  Dundee  project  and  its  
ambitions;  indicating  the  exhibition  theme  and  the  relevance  of  this  within  design  
more  broadly;  giving  a  description  of  the  objects  and  explaining  their  significance  
for  the  visitor;  as  well  as  instructions  such  as  advising  where  visitors  could  interact  
with  exhibits.      
  
My  research  interest  in  exploring  the  interpretive  text  was  in  considering  the  extent  
to  which  it  could  be  possible  to  indicate  the  intentions  and  mindsets  behind  the  
design  approach  taken  by  the  designers  and  companies  included.    Although  an  
object-­‐based  exhibition,  for  the  research  I  sought  to  explore  how  the  innovation  
within  each  practice  might  be  evoked  within  the  text.71    Below  is  a  draft  of  an  
exhibition  text  that  I  began  developing  for  the  ‘Digital  Lace’  exhibit  by  textile  
designers  Robertson  and  Taylor:    
  
What  happens  when  you  collide  light,  colour,  and  the  potential  for  change?    
For  Sara  and  Sarah  this  question  was  a  challenge:  to  combine  their  individual  
textiles  practices,  in  new  experimental  ways.    These  designer-­‐researchers  
are  pushing  at  the  boundaries  of  textile  innovation.    ‘Digital  Lace’  is  a  
contemporary  interpretation  of  traditional  lace-­‐making  processes.    It  is  the  
result  of  months  of  making,  prototyping,  testing  and  refining,  to  create  a  
new  textile  surface  that  is  digitally  programmed  to  emit  light  and  change  
colour.    It  is  also  a  beautiful  work-­‐in-­‐progress:  the  beginning  of  an  exciting  
collaboration  between  two  designers.  They  continue  to  bring  together  their  
                                                                                                            
71
  As  I  was  not  tasked  with  developing  the  ‘official’  in-­‐exhibition  texts,  the  discussion  of  the  text  here  is  speculative  –  a  way  of  
prototyping  for  the  research  rather  than  providing  copy  for  the  project.    However,  as  can  be  seen  in  Figure  18  above,  some  of  
this  text  was  used  within  the  final  exhibition  interpretation.    This  was  due  to  my  familiarity  with  Robertson  and  Taylor’s  
project,  having  conducted  the  curatorial  research  during  the  project  development.  
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traditional  craft  and  design  techniques  with  new  technologies,  to  explore  
the  future  of  textiles.  
  
For  developing  this  text,  I  was  seeking  to  promote  what  Stephen  Greenblatt  (1991)  
has  termed  ‘resonance’:  a  connection  to  the  wider  context  from  which  the  object  
on  display  is  created.    The  prototype  itself,  glowing  in  the  darkened  gallery  (Figure  
18  above),  is  visually  striking,  and  promotes  the  ‘wonder’  that  Greenblatt  suggests  is  
the  counterpoint  to  ‘resonance’.    It  is  however  quite  an  ambiguous  ‘object’.    Given  
its  experimental  nature  it  is  difficult  to  know  what  the  innovation  or  significance  of  
this  work  is.    The  text  therefore  has  work  to  do  in  conveying  significance  beyond  the  
immediate  visual  impact,  which,  particularly  with  the  educational  aims  of  a  museum  
exhibition,  is  important  for  furthering  a  broader  understanding  of  design.    
  
The  question  leading  the  text  was  intended  to  position  it  as  an  invitation  into  the  
mindsets  and  approach  of  the  designers:  how  they  view  their  practice  as  a  way  of  
questioning  the  possibilities  that  their  materials  afford.    The  collaborative  nature  of  
the  project  was  also  an  important  part  to  emphasise,  suggesting  that  innovation  
may  take  place  in  the  relationships  between  people.    Bringing  in  the  tradition  of  
lace-­‐making  sought  to  link  the  traditions  of  textiles  to  the  potential  of  digital  
technologies:  implying  that  the  past  is  an  important  source  for  contemporary  design  
practice  (a  key  message  for  the  exhibition,  and  for  the  museum).    
  
The  timescale  and  the  process  of  iteration,  and  the  aim  of  their  endeavour  was  
included  to  draw  attention  to  the  fact  that  innovation  is  a  process,  that  it  is  
challenging,  and  requires  thought  and  dedication.    The  qualities  of  the  piece  shown,  
and  the  properties  of  light  and  colour  are  brought  to  the  surface,  rather  than  any  
suggestion  that  this  is  an  end  product.    By  focussing  more  on  the  people  and  the  
process,  I  sought  to  convey  a  sense  that  there  is  value  in  materials  exploration,  for  
the  purpose  of  finding  out  where  it  might  go,  rather  than  in  the  need  to  produce  a  
final,  commercial  outcome  (which  was  already  included  within  other  parts  of  the  
exhibition).      
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This  was  not  the  final  text  used  for  the  exhibition.    However,  the  process  of  trying  to  
write  an  explanatory  text,  to  accompany  a  prototype  in  an  object-­‐based  exhibition,  
that  did  not  treat  it  simply  for  its  aesthetic  properties,  brought  home  the  challenge  
of  communication  through  combining  object,  image  and  text  within  exhibition.    
There  is  a  dialectical  relationship  between  the  power  and  emphasis  of  the  visual,  
and  that  of  the  textual:  these  two  narratives  push  against  each  other  to  dominate  
the  viewing  experience.    
  
There  is  also  a  balance  to  be  struck  between  explaining  and  evoking.    As  Richard  
Sennett  (2009,  p.  183)  has  noted,  purely  explanatory  or  descriptive  texts  can  result  
in  ‘dead  denotation’  where  what  is  seen  or  experienced  is  ‘killed’  by  the  description.    
There  is  therefore  a  desire  not  to  be  too  didactic,  but  a  necessity  to  support  people  
in  making  sense  of  what  they  are  looking  at,  as  well  as  pushing  what  some  people  
might  understand  as  design  practice.    In  this  case  the  text  chose  to  deviate  from  
describing  the  displayed  object  (although  other  labels  would  be  used  within  the  
exhibition  to  describe  the  material  properties)  to  place  emphasis  on  new  forms  of  
practice  and  ways  of  working.    In  trying  to  explain  the  process,  what  is  arguably  still  
missing  from  this  interpretive  text,  is  a  suggestion  of  where  we  see  the  purpose  or  
value  of  this  activity.    Why  should  it  matter  to  an  audience  that  designers  use  their  
material  practice  to  explore  new  technological  combinations,  new  aesthetics,  or  
new  interactive  surfaces?    What  is  the  nature  and  value  of  this  innovation,  led-­‐by  
design?    Should  the  interpretive  text  attempt  to  convey  the  intentions  of  the  
designers  and  the  relevance  of  this  work  beyond  an  individual  artistic  practice,  as  
well  as  the  particular  perspective  on  design  held  by  the  exhibition  team,  for  this  
particular  exhibition?      
  
These  questions  highlight  the  need  for  further  consideration  of  how  to  frame  the  
purpose  of  design  activity  within  the  exhibition:  whether  this  a  purely  experimental  
purpose,  the  pursuit  of  new  service  solutions  within  industry,  or  the  combatting  of  
social  challenges.    The  dynamic  and  diverse  nature  of  design  means  that  continued  
exploration  of  how  to  create  and  manifest  different  narrative  frameworks  is  
required.    The  second  case  study,  outlined  in  Chapter  Six,  will  take  up  some  of  these  
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issues,  exploring  the  construction  of  a  particular  exhibition  narrative,  in  relation  to  
the  conceptualisation  of  a  particular  audience.    
  
Section	  4:	  Chapter	  Summary	  
  
This  case  study  seeks  to  consider  the  value  of  using  the  lens  of  prototyping  to  
scrutinise  the  curatorial  process  in  this  particular  context.    Prototyping  here  involves  
filtering  and  examining  concepts  such  as  selection  criteria  and  object  lists.    The  
research  aim  is  to  develop  deeper  understanding  of  how  employing  these  concepts  
serves  to  lead  the  curatorial  process  in  specific  directions.    Challenging  what  seem  
to  be  basic  operational  methods  of  developing  an  exhibition  reflects  on  how  and  
why  the  existing  starting  points  tend  to  lead  us  to  certain  outcomes  (such  as  the  
perpetuation  of  the  object-­‐based  evaluation  of  design  within  exhibition),  and  asks  
us  to  think  about  what  other  starting  points  we  might  use.  
  
The  necessity  to  evaluate  what  we  mean  by  the  nature  or  type  of  innovation  within  
examples  of  design  is  highlighted  in  this  study.    Reflection  on  the  criterion  of  ‘visual  
appeal’  as  a  starting  point  has  also  brought  into  focus  the  persistent  emphasis  on  
the  aesthetic  qualities  of  the  design  object,  rather  than  the  practices  that  underpin  
and  drive  its  creation.    This  indicates  the  need  to  develop  different  ways  of  
evaluating  design  practice,  which  are  not  completely  beholden  to  the  visual  as  a  
prime  aspect  of  exhibition  practice.  
  
By  bringing  the  notion  of  prototyping,  and  the  stage  in  the  design  process  together  
with  what  seems  like  a  fairly  insignificant  curatorial  project  management  tool  (the  
object  list),  the  playing  out  of  the  design  process  can  be  seen.    In  these  object  lists,  
the  design  opportunity  is  being  expanded  and  explored:  different  attributes  and  
beliefs  about  these  are  being  manifested  in  visual  and  textual  form.    Prior  to  any  
physical  instantiation  in  a  gallery  or  other  space,  the  object  list  develops  a  virtual  or  
paper-­‐based  sketch  of  the  relationships  between  objects,  images,  media,  text,  
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space  and  even  time.    It  can  be  used  as  an  individual  tool  for  having  conversations  
with  oneself  over  the  relevance  of  an  object,  or  an  area  of  design,  and  it  can  also  be  
used  as  a  space  for  communal  reflection  and  discussion  (cf.  Schrage,  2013,  2000).    
This  is  a  site  for  potential  innovation,  facilitated  through  recognising  the  need  to  
continue  iterating  until  concepts  are  more  fully  explored.    
  
Making  these  documents,  as  ways  of  making  sense  of  the  design  space,  places  them  
as  iterations  of  a  design  hypothesis.    Certain  ideas  about  how  to  mediate  and  
communicate  design  are  being  made  manifest,  with  aspects  being  picked  up  or  
falling  away  as  time  and  concepts  progress.    These  prototypes  are  tools  for  thinking  
with.    Yet  the  categories  used  for  filtering  the  design  space  may  be  seen  as  fixing  or  
classifying  meaning  too  rigidly.    This  is  where  continued  exploration  and  iteration  is  
underlined  as  a  necessary  tool  for  innovation.      
  
Figure  26  below  offers  a  final  visualisation  for  this  case  study.    This  is  a  relational  
map  of  the  design  space  comprising  the  Design  in  Motion  project.    It  shows  the  
project  as  a  network  of  relationships  that  impact  upon  and  serve  to  shape  the  
development  of  the  exhibition  as  a  particular  cultural  product.    This  visualisation  
captures  some  of  the  dynamic  contexts  and  layers  of  the  project.    It  is  a  way  of  
making  sense  of,  rather  than  an  exact  replication  of  the  different  elements  of  this  
industry  setting.    
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Figure  26:  Different  layers  and  aspects  of  the  Design  in  Motion  project    
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The  central  part  of  the  visualisation  indicates  the  immediate  design  space  of  the  
exhibition  concept  development.    Here  the  individual  perspectives  of  the  team,  
the  process  of  development  and  key  values  and  concerns  are  brought  together.    
The  circles  radiating  outwards  represent  different  types  of  contextual  layers  and  
factors  which  influence  and  impact  the  development  of  not  only  the  exhibition,  
but  the  project  overall  as  a  form  of  wide  public  engagement.    For  example,  the  
exhibition  can  be  situated  within  the  wider  concept  of  a  touring  programme,  
which  is  itself  part  of  a  wider  pre-­‐opening  programme,  which  serves  to  build  
organisational  identity,  which  is  required  in  building  wider  support  for  the  
project,  whether  political,  financial  or  cultural.      
  
Equally,  the  concept  of  design  can  be  seen  across  different  layers.    One  layer  is  
design  as  it  is  being  constructed  within  the  specificities  of  the  exhibition  concept.    
One  layer  is  an  indication  of  how  the  organisation  is  bringing  the  concept  of  
design  to  audiences  through  the  tour  and  associated  events.    The  approach  of  
the  tour  and  exhibition  is  an  indication  of  how  the  organisation  frames  design  
overall,  and  how  this  will  be  manifested  in  the  museum  once  it  is  built.    Finally,  
the  development  of  the  project  as  a  whole  manifests  what  the  concepts  of  
design  and  innovation  mean  to  an  emerging  design  museum,  in  the  second  
decade  of  the  twenty-­‐first  century,  in  challenging  economic  times,  in  a  small  
north  eastern  Scottish  city  with  particular  cultural  and  social  challenges  and  
opportunities.  
  
It  is  by  visualising  the  connections  in  the  case  study  in  this  way,  that  some  clarity  
is  brought  to  the  myriad  factors  that  may  affect  an  exhibition’s  development,  
beyond  those  theoretical  concerns  of  the  curatorial  premise  or  the  academic  
argument.    Any  final  manifestation  of  the  exhibition,  and  the  view  of  design  it  
offers  to  the  audience,  has  to  be  seen  within  this  wider  series  of  contextual  
factors,  including  issues  of  budget,  timescale,  organisational  mission,  and  indeed  
the  need  for  using  cultural  projects  within  a  wider  economic  objective  of  
regeneration,  through  building  and  maintaining  strategic  partnerships.    
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Developing  an  exhibition  is  not  undertaken  in  isolation,  but  is  subject  to  many  
factors,  values,  interests  and  practicalities  that  may  or  may  not  be  evident  in  the  
exhibition  manifested  for  audiences.    The  exhibition  concept,  and  the  frames  
being  created  and  disseminated  for  design,  are  only  a  small  part  of  this  whole  
picture,  even  if  they  are  absolutely  central  for  this  doctoral  research.      
  
Mapping  this  case  context  in  relation  to  the  design  process,  alongside  breaking  
the  practice  of  curating  the  exhibition  down  into  a  number  of  different  parts  and  
related  contextual  layers,  is  seen  as  another  step  in  exploring  the  wider  design  
space  that  comprises  the  doctoral  research.72      What  emerges  for  the  research  is  
the  continued  need  for  examination  of  the  parts,  in  relation  to  the  
communication  of  design  through  exhibition  as  a  whole.      
  
For  moving  on  to  the  next  case  study,  I  have  already  noted  that  working  with  the  
interpretive  dimension  of  the  exhibition  text  provoked  a  desire  to  further  explore  
the  juxtaposition  between  the  objects,  images  and  texts  within  the  exhibition.    
The  second  case  therefore  seeks  to  open  up  this  aspect  of  the  design  space  in  
more  detail.    The  next  chapter  will  outline  the  approach  taken  to  the  second  case  
study,  discussing  the  development  of  a  curatorial  strategy  and  the  use  of  
prototyping  to  understand  design  as  a  process  of  innovation.  
  
  
  
  
  
     
                                                                                                            
72
  In  connection  with  the  literature  and  contextual  reviews  across  Chapters  Two  and  Three.  
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Chapter	  Six:	  Case	  Study	  Two	  –	  Professional	  Practice	  
  
  
This  case  study  frames  exhibition-­‐making  as  the  development  of  a  design  
narrative,  for  a  particular  audience,  through  building  relationships  between  
objects  and  texts.    The  aim  here  is  to  consciously  break  the  exhibition  down  into  
its  various  component  parts,  spending  time  focusing  on  the  purpose  of  each  part  
individually,  and  in  relation  to  the  exhibition  as  a  whole.    Focusing  on  the  
creation  of  a  particular  design  narrative  allows  the  researcher  to  explore  and  
understand  the  relationship  between  the  audience  for  the  exhibition,  and  the  
narratives  being  developed,  and  consider  how  this  contributes  to  the  
development  of  a  curatorial  approach  for  design.      
  
The  case  is  constructed  within  a  higher  education  setting.    Here,  there  are  many  
different  stages  of  creative  practice,  research  interests,  and  business  models  
evident.    This  perspective  in  education  provides  the  researcher  with  a  specific  
context  within  which  to  construct  and  communicate  the  different  types  of  
practice  that  constitute  design  today.    The  audience  are  conceptualised  as  
visitors  and  prospective  students  to  Duncan  of  Jordanstone  College  of  Art  and  
Design  (DJCAD),  on  the  event  of  an  annual  autumn  University  Open  Day  
programme.    The  exhibition  must  therefore  seek  to  engage  the  interested  non-­‐
specialist:  a  key  audience  for  museum  environments.    
  
This  chapter  initially  outlines  the  research  approach  before  going  on  to  exemplify  
how  prototyping  is  employed  to  investigate  and  reflect  on  this  design  space.    The  
hermeneutic  frame  of  the  research  supports  the  act  of  close  examination  of  the  
parts  of  a  situation  (in  this  case  through  engaging  in  the  material  practice  of  
exhibition-­‐making),  in  order  to  then  move  back  and  reflect  on  their  relationship  
within  the  whole.    Examples  of  three  levels  of  prototype  are  given:  text-­‐
prototypes;  object-­‐image-­‐text  prototypes;  and  prototypes  of  the  juxtaposition  
across  the  exhibition.    The  chapter  then  goes  on  to  discuss  visualisation  as  a  tool  
for  reflection  upon  the  prototyping  process,  and  how  the  practice-­‐led  approach  
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to  the  research  has  led  to  the  development  of  another  prototype:  a  curatorial  
approach  for  exploring  and  communicating  contemporary  design.    
  
Section	  1:	  Research	  approach	  
  
This  practice-­‐led  case  study  can  be  placed  within  an  exploratory,  open-­‐ended  
phase  of  the  design  process  (Figure  27).    It  uses  exhibition  as  a  form  of  inquiry  
into  design  practice:  building  prototypes  and  thinking  through  making.    The  
intention  behind  using  the  method  of  exhibition  as  a  prototyping  strategy  is  to  
construct  and  reflect  on  a  particular  curatorial  approach  from  the  inside,  as  well  
as  to  frame  exhibition-­‐making  through  a  design  lens.    This  reflexive  practice  
examines  design  methodology  whilst  examining  exhibition-­‐making  –  in  order  to  
understand  both  more  deeply.  
  
  
  
Figure  27:  (Replica  of  Figure  4  Chapter  Two,  p.  62)  Different  stages  and  aims  of  prototyping  
across  the  design  process    
  
In  this  setting,  prototyping  involves  selecting  exhibits  from  invited  participants,  
and  creating  or  editing  individual  interpretive  texts,  to  explore  different  design  
frames.    It  also  involves  considering  the  relationships  between  these  texts  and  
the  objects  displayed,  as  well  as  the  links  made  through  juxtaposition  across  the  
exhibition,  to  evaluate  how  these  work  together  to  frame  design.    This  is  done  to  
facilitate  a  deeper  understanding  of  the  hermeneutic  connection  between  part  
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and  whole  –  of  how  the  exhibition  narrative  works  at  different  levels  to  
communicate  design  –  and  how  the  combinations  of  ‘objects’  and  texts  
juxtapose  ideas  to  enrich  the  design  story.      
  
As  noted  earlier,  Lim  et  al.  (2008,  pp.  3–4),  in  their  discussion  of  the  anatomy  of  
prototypes,  outline  what  they  call  the  ‘economic  principle’  of  prototyping:  ‘The  
best  prototype  is  one  that,  in  the  simplest  and  the  most  efficient  way,  makes  the  
possibilities  and  limitations  of  a  design  idea  visible  and  measurable’.    Stephanie  
Houde  and  Charles  Hill  (1997,  p.  369)  from  design  company  Apple  also  note  that  
‘[b]eing  explicit  about  what  design  question  must  be  answered  is…an  essential  
aid  to  deciding  what  kind  of  prototype  to  build’.    The  emphasis  focuses  attention  
on  the  need  to  specify  the  objectives  of  a  prototyping  exercise  to  give  it  purpose  
and  value.      
  
A  key  objective  that  has  been  developed  for  the  research  overall,  is  to  explore  
how  conceptualising  the  method  of  exhibition  as  a  prototyping  process  can  
support  the  development  of  an  approach  for  curating  contemporary  design.    The  
prototyping  exercise  in  this  case  study  explored  the  question:  What  does  starting  
from  the  premise  of  engaging  with  a  particular  audience  offer  for  developing  the  
exhibition  narrative,  and  thus  the  approach  to  communication?    It  aimed  at  
developing  a  narrative  through  the  combination  of  text  and  object,  filtering  out  
other  elements  such  as  exhibition  design  and  the  specific  development  of  
thematic  selection  criteria.    Whether  the  prototypes  for  this  research  are  indeed  
the  simplest  or  most  efficient  is  arguable,  however,  the  point  is  that  they  aim  at  
distilling  only  certain  aspects  of  the  research  problem,  leaving  others  untouched.    
It  is  then  the  combination  of  insights  gathered  across  different  iterations  that  
may  encourage  innovation.      
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Use	  of	  the	  term	  ‘narrative’	  in	  this	  thesis	  
In  using  the  term  narrative  within  this  section  of  the  thesis,  it  is  necessary  to  
briefly  outline  how  this  term  is  being  defined.      The  Concise  Oxford  Dictionary  
(Pearsall,  1999,  p.  948)    defines  narrative  as  ‘n.  a  spoken  or  written  account  of  
connected  events;  a  story’.  73    The  online  Merriam-­‐Webster  dictionary  (Merriam-­‐
Webster.com,  no  date)  also  offers  a  simple  definition  of    ‘a  story  that  is  written  
or  told’.    For  the  purposes  of  this  case  study,  I  consider  the  use  of  the  term  
‘narrative’  (as  in  the  development  of  an  exhibition  narrative),  to  mean  the  story  
that  is  being  told  across  the  exhibition,  which  is  constructed  through  bringing  
together  different  elements  (objects,  images,  moving  images,  text,  documents,  
spoken  word  et  cetera)  in  a  particular  space  and  time,  in  a  particular  
arrangement.    It  is  not  limited  to  a  ‘spoken  or  written  account’,  as  exhibitions  
also  communicate  visually,  as  well  as  using  other  senses  of  touch,  smell,  sound,  
and  potentially  encouraging  movement  and  interaction.    
  
The  term  narrative  is  therefore  used  in  quite  a  straightforward  way  in  this  thesis.    
Although  there  are  research  domains  and  methodological  approaches  utilising  a  
study  of  narrative  in  a  much  more  in  depth  way,  this  is  not  the  approach  or  focus  
taken  here.74    It  is  also  noted  that  not  all  exhibitions  necessarily  construct  a  
singular  narrative  to  be  accepted  unequivocally  by  an  audience.    An  exhibition  
can  be  historically-­‐based,  thematic,  or  much  looser  and  more  oriented  towards  
free  interpretation.    The  relationship  between  objects,  images  and  texts  is  
however  a  core  way  in  which  exhibitions  construct  and  present  meaning,  
offering  narratives  to  audiences,  for  their  own  interpretive  acts  to  take  place.    
This  belief  assumes  that  audiences  will  actively  engage  in  connecting  the  
different  elements  in  the  exhibition  space,  extrapolating  potential  significance  in  
relation  to  their  own  experiences.      
  
                                                                                                            
73
  The  other  more  literary-­‐based  definitions  from  the  same  definition  are:  the  narrated  part  of  a  literary  work,  as  distinct  
from  dialogue;  the  practice  or  art  of  narration;  (Adj.)  in  the  form  of  or  concerned  with  narration  (Pearsall,  1999,  p.  948).  
74
  See  for  example  the  work  of  Narratologist  and  Cultural  Theorist  Mieke  Bal  (2009)  and  Social  Researcher  Barbara  
Czarniawska  (2004),  as  well  as  the  work  undertaken  at  the  Centre  for  Narrative  Research  at  the  University  of  East  London  
http://www.uel.ac.uk/cnr/  (Accessed:  3  January  2016).    
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The	  orientation	  of	  the	  research	  in	  relation	  to	  the	  audience	  
The  audience  are  a  both  a  tangible  presence  and  a  conceptual  entity,  imagined  
for  the  purposes  of  research.    In  this  case  study,  they  become  a  node  in  the  
development  of  the  research  strategy:  an  anchor  point  for  understanding  and  
shaping  the  type  of  narrative  being  constructed.75    Focusing  on  an  audience  or  
user  can  become  a  way  of  trying  to  see  from  another  perspective,  which  acts  to  
acknowledge  one’s  own  assumptions.    Within  design,  the  user  focus  
acknowledges  that  the  work  of  design  is  done  with  and  on  behalf  of  other  
people,  often  consumer  groups,  and  increasingly  more  targeted  towards  
communities  and  individuals  (Cross,  2007b;  Sanders,  2006).    
  
Drawing  attention  to  the  audience  highlights  the  relationships  between  those  
people  creating  exhibitions  and  those  people  attending  them.    For  this  research  I  
have  taken  the  position  that  it  is  necessary  to  first  examine  the  nature  of  the  
design  itself  and  how  the  changes  taking  place  require  fresh  consideration  of  
how  it  is  framed  and  communicated  through  exhibition.    This  comes  prior  to  any  
development  of  participatory  or  inclusive  forms  of  audience  involvement.    To  
explain  further,  the  very  nature  of  existing  narratives  for  design  are  at  stake  –  we  
cannot  assume  that  we  know  what  these  should  be,  or  that  those  which  exist  
manage  to  expose  the  methodological  capacities  and  strategic  value  of  design.      
  
By  this  token,  we  also  cannot  assume  that  developing  exhibitions  is  the  best  way  
to  communicate  with  people  about  design  innovation.    However,  if  the  
development  of  exhibitions  remains  a  core  method  for  museums  to  attract  
audiences,  it  remains  pertinent  to  examine  the  conventions  of  this  method.    If  
curating  can  be  said  to  a  way  of  creating  relationships  and  connections,  then  on  
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  Various  disciplines  that  analyse  and  examine  cultural  artefacts,  such  as  literary  texts,  films  and  products  of  popular  
culture,  as  well  as  within  museology  and  design,  both  relegate  and  elevate  the  reader,  viewer,  audience  or  user.    The  
viewer  is  the  entity  around  which  analyses  are  hung,  whilst  simultaneously  sliding  into  the  background  to  allow  
theoretical  arguments  to  dominate.    ‘The  viewer’  in  film  studies  or  ‘the  reader’  in  literary  theory  is  a  construct:  she  is  not  
a  real  person  –  she  is  an  idealised  onlooker,  highly  engaged  or  highly  disengaged  –  depending  on  the  analytical  focus  
required.    The  viewer  is  knowledgeable  –  the  idealised  analyst  herself  –  or  she  can  be  the  brutish  bystander,  aware  of  
convention,  but  challenged  by  alternative  positions  pulled  to  the  fore  by  the  analyst.    The  viewer,  reader  or  audience  is  a  
trope,  a  tool,  a  heuristic  device.    For  discussion  and  usage  see  for  example,  Gauntlett  (2007),  Barthes  (1993,  1977),  
Mirzoeff  (2012),  Mulvey  (2009).      
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what  basis  are  these  relationships  constructed,  particularly  within  the  exhibition  
format?    If  we  create  a  framework  for  design,  what  is  this  narrative  to  be  based  
upon  and  why?    For  this  research  the  approach  has  been  to  explore  these  
questions  from  the  ground  up  whilst  all  the  time  being  aware  that  the  exhibition  
structure  itself  is  imperfect  and  may  also  need  to  change.    This  study  uses  
prototyping  of  the  exhibition  as  a  means  of  throwing  open  assumptions  about  
design  practices,  and  their  presentation.  
  
This  may  appear  to  maintain  a  top-­‐down  approach  to  communication:  outwards  
from  an  individual  or  institution  to  ‘an  audience’.    The  challenge  of  disrupting  
transmission  models  of  communication  has  been  a  consideration  throughout  this  
research.    The  research  recognises  that  audiences  are  not  homogenous  groups:  
they  are  people  with  interests,  knowledge  bases,  social  objectives  and  desires.  
However,  considering  ‘the  audience’  as  a  more  distanced  position  has  been  
strategic  for  this  study,  in  that  the  concern  has  been  to  understand  and  develop  
narratives  that  attend  to  the  complexities  of  design  innovation.    This  does  not  
preclude  the  possibility  that  other  methods  of  audience  engagement  could  
support  the  development  of  new  understanding  of  design  in  other  ways.  
  
Section	  2:	  Prototyping	  the	  exhibition	  
The	  Exhibitors	  
This  exhibition  was  a  small-­‐scale,  low-­‐fidelity  prototyping  exercise  that  took  place  
predominantly  over  the  course  of  two  weeks  in  October  2014.    It  utilised  the  
opportunity  to  build  a  narrative  for  a  particular  audience:  prospective  students  
visiting  the  College  for  an  Open  Day  event.    The  gallery  space  consisted  of  a  long  
corridor,  situated  within  the  Jewellery  and  Metal  Design  department  of  DJCAD.    
This  space  acts  as  both  a  space  for  display  and  a  thoroughfare  (Figure  28).    The  
exhibition  showcased  the  work  of  eighteen  design  and  craft  practitioners,  
including  one  partnership  enterprise,  and  was  displayed  across  twenty-­‐one  
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sections.    The  exhibitors  were  those  practitioners  working  within  the  Jewellery  
and  Metal  Design  and  Textile  Design  departments,  and  were  invited  to  
contribute  different  types  of  work  and  materials  to  the  exhibition.    The  exhibition  
remained  primarily  object-­‐based  due  to  the  nature  of  the  available  work  and  the  
limitations  of  the  gallery  space.    The  intention  was  to  utilise  the  combination  of  
object,  image  and  text  to  tell  stories  beyond  noting  the  formal  characteristics  of  
the  objects  on  display,  or  focusing  on  the  personalities  of  the  designers,  and  to  
link  these  objects  to  the  wider  elements  of  a  design  career,  whatever  its  
character.      
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Figure  28:  The  gallery  space  in  the  Jewellery  and  Metal  Design  department  at  Duncan  of  
Jordanstone  College  of  Art  and  Design  
  
The  role  of  the  exhibition  in  this  instance  is  to  offer  the  audience  a  window  onto  
the  values  and  approach  of  design  and  craft  education,  in  a  specific  institution.    It  
presents  a  particular  culture  and  approach  to  learning,  teaching  and  research,  
and  also  seeks  to  highlight  the  varied  nature  of  the  craft-­‐based  design  career,  
bringing  the  element  of  business  development  into  the  educational  
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conversation.    My  aim  was  to  understand  and  test  how  these  different  elements,  
within  this  particular  design  space,  can  come  together.      
  
Eight  of  the  exhibitors  were  recent  graduates,  at  the  start  of  their  careers.    Each  
was  enrolled  in  the  Designer  in  Residence  programme  at  DJCAD,  which  offers  
residents  time  and  resources  to  support  the  development  of  different  aspects  of  
their  creative  business.    The  other  exhibitors  were  more  established  makers  and  
researchers,  differentiated  not  only  by  their  subject  or  discipline  (i.e.  Jewellery  or  
Textile  design)  but  also  by  their  varied  experience  in  the  design  industry,  their  
research  interests,  and  the  scope  of  traditional  and  new  technologies  within  
their  work.    DJCAD  has  an  educational  model  for  design  and  craft  underpinned  
by  studio  practice,  but  also  encourages  cross-­‐disciplinary  work.    There  are  a  
number  of  researchers  with  interests  in  using  design  and  craft  research  for  
exploring  different  facets  and  applications  of  digital  technologies.    Thus  this  
context  offered  a  varied  set  of  potential  exhibitors,  exemplifying  the  
differentiated  quality  of  contemporary  design  practice.      
  
The	  Prototypes	  
Within  this  case  study,  each  element  developed  for  the  exhibition  can  be  
conceptualised  as  a  prototype  individually,  as  well  as  in  combination.    As  noted  in  
the  previous  chapter,  Houde  and  Hill  (1997,  p.  369)  define  a  prototype  as  ‘any  
representation  of  a  design  idea,  regardless  of  medium’.    Thus  each  individual  
text,  each  text  and  object  combination,  each  juxtaposition  of  exhibitors,  and  the  
exhibition  as  a  whole,  can  be  conceived  of  as  prototypes,  within  a  wider  
prototyping  process.  
  
I  asked  each  designer  for  pieces  of  finished  work,  models,  samples  or  other  work  
in  development  that  they  would  like  to  showcase,  along  with  a  brief  statement  
about  their  practice.    I  requested  statements  to  quickly  gain  an  insight  into  the  
aims  and  intentions  of  their  practice,  whether  based  in  a  commercial  sphere  or  
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within  academia.    I  edited  and  supplemented  the  texts  provided  for  consistency  
of  tone,  structure  and  thematic  orientation,  whilst  utilising  and  highlighting  the  
designers’  own  testimony  and  sentiments  where  appropriate.    This  intention  was  
communicated  to  the  designers  in  advance,  who  agreed  to  being  represented  
through  a  wider  curatorial  concept.      
  
The  process  of  writing  and  editing  the  texts  aimed  at  both  bringing  out  the  
individual  nature  of  each  practice,  whilst  at  the  same  time  bringing  them  
together  in  terms  of  the  wider  exhibition  theme.    Through  the  variety  of  
practitioners,  I  sought  to  indicate  the  different  avenues  and  stages  of  a  design  
career,  as  well  as  the  diversity  of  pathways  and  opportunities  within  the  
educational  context.    Thus  I  aimed  at  bringing  together  the  intent  of  the  
designer,  along  with  their  approach  and  mindset,  drawing  on  other  elements  of  
their  working  lives,  such  as  teaching  or  research,  and  the  process  and  challenges  
of  running  a  small  business  (where  appropriate).76  
  
Only  a  small  selection  of  the  prototypes  has  been  chosen  for  exemplification  
within  the  written  thesis.    This  selection  aims  at  presenting  the  research  method  
for  the  reader  and  sharing  the  most  significant  insights  that  were  gained.    All  of  
the  texts  included  within  the  exhibition  can  be  found  in  Appendix  C,  along  with  
images  of  the  exhibition  installation.      
  
Examples	  and	  analysis	  of	  the	  text-­‐prototypes	  
For  the  audience  of  prospective  students  (plus  friends,  and  family  members),  the  
exhibition  seeks  to  highlight  the  different  types  of  experience  and  expertise  of  
those  people  who  might  support  them  on  their  educational  journey.    It  seeks  to  
focus  on  how  these  (emerging)  professionals  explore  the  design  process  for  
                                                                                                            
76
  To  create  an  overall  structure  for  the  exhibition,  three  other  texts  were  also  written:  one  to  introduce  the  work  and  
aspirations  of  the  recent  graduates;  one  to  highlight  the  more  established  designers  working  in  different  capacities  within  
the  Design  and  Craft  programme;  and  one  to  introduce  and  indicate  the  aim  of  the  exhibition  as  a  whole.      
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themselves,  in  their  own  businesses  or  research  activities.    The  text  below  
introduces  the  work  of  one  of  the  practitioners:  
  
JANE  GOWANS  
  
Since  graduating  with  First  Class  Honours  from  DJCAD  in  2009,  Jane  has  
built  up  an  enviable  reputation  for  bold,  fashion-­‐forward  jewellery  design,  
winning  her  numerous  accolades  within  the  industry.    She  has  worked  
with  companies  such  as  Harvey  Nichols  and  The  National  Gallery  London,  
and  was  named  Independent  Woman  of  the  Year  at  the  2014  Royal  Bank  
of  Scotland  Women  Ahead  Awards.  
  
Jane’s  fascination  for  sequences  and  repetition  influences  her  seasonal  
collections,  which  she  designs  and  fabricates  using  both  traditional  and  
digital  technologies.    She  brings  her  technical  and  industry  expertise  to  
her  role  as  part-­‐time  technician  within  the  Jewellery  and  Metal  Design  
department  
  
http://www.janegowans.co.uk  
  
This  text  builds  on  information  provided  by  the  designer  to  focus  on  creating  a  
potential  connection  between  the  experience  of  a  young  designer,  in  the  first  
few  years  of  establishing  a  creative  business,  and  the  aspirations  of  prospective  
students.    As  a  DJCAD  graduate,  and  well-­‐known  for  her  work  in  the  City  of  
Dundee,  the  text  opens  with  her  reputation  and  notes  her  industry  accolades.    
This  potentially  promotes  the  success  of  the  Jewellery  course  in  helping  students  
develop  their  practice  to  high  levels.    It  then  moves  on  to  discuss  the  objects  on  
display,  including  some  level  of  aesthetic  inspiration  and  technical  approach.    It  
finishes  with  connecting  her  experience  to  her  working  role,  suggesting  the  
benefit  of  this  for  students  in  the  department.    It  is  written  with  a  positive  
orientation,  and  supports  the  commercial  reputation  of  the  designer.        
  
Glenn  Adamson  (2015,  p.  65)  has  noted  that  there  is  often  a  ‘spirit  of  advocacy’    
in  curatorial  approaches  to  design  and  craft  within  museums.    Along  with  the  
general  economic  and  cultural  promotion  of  design  by  the  design  press,  
museums  and  other  institutions,  this  advocacy  is  also  due  to  the  perceived  need  
to  promote  the  legitimacy  of  craft  (in  particular),  within  an  art-­‐dominated  
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discourse.    In  the  case  of  this  prototyping  exercise,  working  within  the  context  of  
education  and  career  development,  the  tone  I  used  was  a  positive  one,  
celebrating  the  dynamic  and  varied  nature  of  a  creative  career.    As  it  was  also  
framed  within  the  wider  promotion  of  the  courses  at  DJCAD,  I  felt  there  was  a  
necessity  to  take  this  positive  approach.      
  
It  would  have  been  possible  to  develop  other  narrative  threads  for  a  prototyping  
exercise,  perhaps  taking  a  more  critical  position  on  the  role  of  design  and  craft  in  
the  world  today.    However,  for  this  case  study,  the  decision  was  made  to  relate  
the  prototyping  exercise  to  the  public  engagement  event,  thus  utilising  the  
opportunity  to  connect  with  a  particular  audience.    The  result  was  the  
development  of  an  exhibition  showcasing  the  work  within  the  Design  and  Craft  
pathway.    The  positive  exhibition  narrative  is  therefore  connected  to  the  context  
within  which  the  exhibition  sits  and  the  assumed  audience  interests  and  needs.    
This  is  arguably  also  the  case  for  museum  exhibitions  that  are  connected  to  the  
mandates  and  strategic  objectives  of  the  institution.      
  
It  is  worth  considering  to  what  extent  the  context  of  the  event  should  be  allowed  
to  shape  the  story  being  told,  and  how  different  contexts  may  limit  or  extend  the  
possibilities  for  telling  different  design  stories.    In  this  case  study,  perhaps  the  
tone  and  language  of  the  text  leans  too  far  in  the  way  of  promotional  material,  
and  utilises  the  ‘authoritative  voice’  of  the  institution  in  a  way  that  perhaps  
hinders  a  more  critical  or  nuanced  exploration.    This  undefined  voice  of  the  
institution,  serves  to  promote  and  repeat  the  standard  ‘success  narratives’  (Hall,  
2014)  that  are  so  commonly  found  in  the  popular  design  press.    My  own  
research  interest  in  retaining  a  movement  between  immersion  in  the  
prototyping  and  reflection  upon  it,  may  have  limited  the  exploration  of  a  more  
transparent  curatorial  position  that  exposed  my  intentions  within  the  doctoral  
research.  
  
The  level  of  the  transparency  of  the  curatorial  position  is  something  to  be  taken  
into  consideration,  as  the  authoritative  voice  of  the  museum  and  other  
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institutions  is  increasingly  called  into  question  (Hooper-­‐Greenhill,  2011,  1994).    
Making  it  clearer  who  is  speaking,  and  on  whose  behalf,  may  actually  be  a  
strategy  in  itself  for  beginning  to  foreground  the  dynamic,  changing  nature  of  
contemporary  design,  and  the  different  perspectives  brought  to  its  
interpretation,  mediation  and  communication.    If  we  take  responsibility  for  
exposing  design,  perhaps  this  means  exposing  our  own  positions,  uncertainties,  
provisional  interpretations  and  experimental  methods  for  change.        
  
The  text  I  developed  to  introduce  Gowans’  work  above  does  not  succeed  in  
describing  or  evoking  the  innovation  in  her  practice.    Gowans  has  worked  
tirelessly,  in  particular  using  social  media  to  build  her  brand,  designing  her  online  
identity  to  gain  such  industry  recognition.    This  online  focus,  as  a  growing  space  
for  the  development  of  a  design  career,  and  an  increasing  thread  within  design  
education,  could  be  an  interesting  contribution  to  an  exhibition  designed  to  
communicate  with  prospective  students.    This  element  of  the  narrative  was  one  I  
thought  could  be  interesting  to  prospective  students.    However,  when  
developing  the  prototype  I  lacked  the  resources  to  successfully  introduce  it  to  
the  display.  
  
In  practical  terms,  this  would  have  required  working  more  closely  with  the  
designer  in  the  discussion  and  development  of  this  concept,  so  as  not  to  impose  
it  upon  her  practice.    It  would  also  have  required  new  materials  to  be  developed  
in  order  to  tell  this  story  visually  (for  example  through  images,  online  content  
and  other  preparatory  materials).    As  this  case  study  was  a  short,  time-­‐limited  
prototyping  exercise,  and  extended  to  include  a  large  number  of  designers,  there  
was  not  the  opportunity  to  explore  each  designer’s  working  practice  in  as  much  
depth.    It  is  clear  that  both  theoretical  and  practical  constraints  of  curating  
converge  in  the  realising  the  possibilities  of  an  exhibition.    However,  as  a  
prototyping  exercise,  the  act  of  engaging  in  the  development  of  Gowans’  text  
and  section  of  the  exhibition  threw  up  these  other  possible  stories  that  could  be  
explored  in  the  future,  for  example  the  design  of  brand  identity  and  business  
strategies.    Given  further  time  and  resources,  and  the  availability  and  interest  of  
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a  designer  in  contributing  to  an  exhibition,  this  could  be  a  further  space  for  
exploration.              
  
It  is  possible  to  read  individual  texts  in  isolation  and  develop  a  sense  of  the  
exhibition  narrative.    However,  there  is  a  question  over  whether  a  reader  would  
be  able  to  visualise  the  nature  of  the  practice,  without  reference  to  some  other  
indicator,  whether  visual  or  tactile.    Clearly  combining  interpretive  texts  with  
images  and  objects  aims  at  creating  more  potential  meaning  together  than  any  
element  can  achieve  alone.    Through  experiencing  these  together,  an  audience  
has  the  opportunity  to  engage  with  a  richer  story  of  design.    The  next  section  
below  explores  the  combination  of  the  text  with  the  displayed  objects  and  
images,  to  examine  how  the  connections  serve  to  build  narratives  of  design  
practice.      
	  
Examples	  and	  analysis	  of	  the	  object-­‐image-­‐text-­‐prototypes	  
  
Figure  29:  Dr  Sara  Robertson,  exhibition  installation    
The  swatches  displayed  are  different  examples  of  colour-­‐changing  smart  materials  applied  to  
various  textile  and  paper  surfaces,  incorporating  laser  etching  to  create  surface  pattern.    The  
temperature  ranges  at  which  the  materials  are  activated  are  indicated  underneath  each  sample.  
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The  following  text  introduces  the  work  of  Dr  Sara  Robertson,  a  researcher  and  
lecturer  within  the  Textile  Design  department:  
  
DR  SARA  ROBERTSON  
  
“How  can  textile  design  push  the  creative  exploration  of  smart  materials,  
and  how  can  these  materials  encourage  innovation  within  textile  
practices?”  
  
Sara’s  research  focuses  on  materials  and  technology  through  a  broad,  
colourful  and  futuristic  lens.    Her  craft  practice  explores  thermochromic,  
photochromic  and  hydrochromic  materials,  which  change  in  response  to  
heat,  light  and  moisture.  She  is  one  of  the  UK’s  leading  researchers  in  
colour  changing  technologies  for  textiles,  regularly  collaborating  on  
innovative  international  projects.  
  
Dr  Sara  Robertson  is  Lecturer  in  Smart  Materials  and  Craft  Innovation  at  
DJCAD.    Find  her  blog  at:  http://thepopupworkshop.wordpress.com/  
  
All  of  the  samples  you  see  here  will  change  colour,  responding  to  the  heat  
from  your  hand.    Please  touch  them  to  experience  the  smart  materials  in  
action!  
  
  
This  text  begins  with  a  question,  indicating  the  materials-­‐led  inquiry  of  the  
designer.    This  aims  at  starting  the  narrative  on  a  personal  note,  introducing  her  
exploratory  approach  to  design  research.    This  approach  combines  an  
established  practice  (printed  textile  design)  with  responsive  technologies  (smart  
materials).77    Innovation  is  often  discussed  in  relation  to  the  development  and  
market  exploitation  of  (new)  technologies.    Although  the  technological  aspect  of  
Robertson’s  work  is  an  element  of  the  narrative  here,  the  aim  is  to  make  the  
connection  between  a  practical,  materials-­‐based  research  approach  and  the  use  
of  technologies  as  one  pathway  for  innovation  through  design:  not  led  by,  but  
incorporating  technology.      
  
                                                                                                            
77
  Professor  of  textile  technology  Xiaoming  Tao  (2001,  p.  2)  has  defined  smart  materials  as  ‘materials  and  structures  that  
sense  and  react  to  environmental  conditions  and  stimuli’.    The  definition  from  the  Innovate  UK  Smart  Materials  network  
outlines  these  materials  as  ‘materials  that  display  smart  behaviour…  Smart  behaviour  occurs  when  a  material  can  sense  
some  stimulus  from  its  environment  and  react  to  it,  in  a  reliable,  useful,  reproducible,  and  usually  reversible  manner’.    
See  https://connect.innovateuk.org/web/smart-­‐materials  for  more  details  (Accessed:  12  January  2015).  
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The  first  line  of  the  body  text  is  taken  from  Robertson’s  own  description  of  her  
work,  to  bring  a  sense  of  personality  and  playfulness  to  the  interpretation.    The  
second  was  developed  to  offer  a  brief  explanation  of  the  ‘smart  materials’  noted  
in  the  question.    As  Smart  Textiles  is  an  emergent  field,  and  Robertson  is  a  
specialist  in  the  UK,  it  is  important  to  highlight  this  level  of  expertise  within  the  
DJCAD  Textiles  department.    Signposting  the  potential  of  textiles  to  engage  with  
new  technologies  offers  an  alternative  perspective  on  what  might  otherwise  be  
seen  as  a  traditional  craft  discipline,  and  may  be  of  interest  to  an  audience  
seeking  more  information  about  what  can  be  achieved  through  textile  design.      
  
Websites  or  blog  addresses  were  included  within  the  texts  if  they  were  available.    
As  many  people  now  have  easy  access  to  online  services  via  smartphones  as  well  
as  computer  facilities,  providing  basic  information  supports  audiences  in  finding  
out  more  about  what  they  see  and  read  in  the  exhibition.    The  inclusion  of  
Roberston’s  blog  address  in  this  example  thus  offers  the  audience  the  
opportunity  to  engage  further  with  the  designer’s  practice,  in  their  own  time.    
Engaging  with  social  media  in  a  considered  and  strategic  manner  is  also  now  a  
core  element  of  many  of  the  undergraduate  courses  taught  at  DJCAD.    Indicating  
a  lecturer’s  use  of  social  media  potentially  normalises  this  aspect  of  a  designer’s  
practice.    Robertson’s  blog  is  a  very  honest  account  of  the  processes  behind  her  
work,  and  to  an  extent  demystifies  the  design  research  process.    This  could  be  of  
use  to  students  and  others  who  struggle  to  articulate  themselves  online.    
  
The  question  that  begins  the  textual  interpretation  relates  to  the  samples  chosen  
for  display:  a  small  indication  of  how  textile  design  can  be  used  as  a  way  to  
experiment  with  different  technologies  (Figures  29  and  Figure  30).    
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Figure  30:  Dr  Sara  Robertson,  installation  detail  
  
However,  what  does  it  really  mean  to  an  audience  to  read  that  a  ‘craft  practice  
explores  thermochromic,  photochromic  and  hydrochromic  materials,  which  
change  in  response  to  heat,  light  and  moisture’?    What  are  these  ‘materials’?    
Why  is  it  significant  that  they  change  colour?    Why  is  it  important  that  we  
understand  this  aspect  of  textile  design,  in  this  context?    Are  these  terms  and  the  
significance  of  this  practice  still  opaque  to  a  non-­‐specialist  audience?    Coming  to  
the  context  of  design  for  the  first  time,  how  might  an  audience  make  sense  of  
what  they  see  and  experience?      
  
Within  a  short  word  limit  there  will  always  be  the  need  to  compromise  over  the  
amount  of  explanatory  material  included,  yet  perhaps  a  different  emphasis  to  
the  potential  significance  of  this  practice  would  offer  more  insight  into  the  aims  
of  the  researcher.    Richard  Sennett  (2008,  p.  238)  proposes  three  different  
approaches  for  writing  ‘expressive  directions’  or  ‘instructions’,  which  aim  at  
supporting  the  reader,  through  showing  rather  than  telling.    These  are  
‘sympathetic  illustration’  –  or  identifying  with  the  ‘neophyte’;  ‘scene  narrative’  –  
or  using  a  change  of  position  to  encourage  seeing  things  in  a  new  way;  and  
‘metaphor’  –  involving  an  imaginative  reframing  of  the  given  situation.    The  text  
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above  is  not  expressive  in  any  of  these  three  ways,  but  more  straightforward  and  
explanatory    
  
Choosing  one  of  Sennett’s  approaches,  for  example  the  scene  narrative,  another  
version  of  the  main  body  text  might  be:  
  
Colour  is  an  integral  aspect  of  textile  design.    What  becomes  possible  
when  you  can  design  textile  surfaces  that  change  colour,  in  response  to  
touch,  or  to  other  sources  of  heat,  light  and  moisture?    Sara  is  one  of  the  
UK’s  leading  researchers  in  colour  changing  dye  systems  for  textiles,  
experimenting  to  develop  new  types  of  responsive  materials  through  
combining  traditional  techniques  and  new  technologies.  
  
This  may  offer  a  context  for  the  importance  of  smart  materials  for  textiles,  but  
asks  the  audience  to  imagine  what  could  be  possible,  based  upon  a  series  of  
simple  swatches.    These  may  then  be  easier  to  relate  to,  based  on  what  is  noted  
in  the  text.    It  is  the  purposeful  combination  of  objects,  image  and  texts  
displayed  in  a  particular  space  and  time,  which  brings  the  narrative  together.    
Any  element  of  the  exhibition  in  isolation  will  only  ever  be  partial.    In  Robertson’s  
display,  the  sample  swatches,  although  revealing  their  colour  changing  nature  if  
touched,  would  not  reveal  much  more  about  their  purpose,  without  some  form  
of  interpretation  to  accompany  them.    As  museologist  Peter  Vergo  (1989b,  p.  46)  
has  noted,  objects,  when  ‘left  to  speak  for  themselves,  often  say  very  little’.    
Thus  some  contextual  illumination  is  necessary,  when  seeking  to  share  the  
practices  of  design  with  others.  
  
The  text  above  still  perhaps  lacks  in  offering  wider  significance,  and  technical  
information.    Although  it  is  arguable  that  aiming  at  a  less  didactic  approach  
would  leave  more  room  for  the  audience  to  develop  their  own  interpretations,  
when  seeking  to  discuss  technical  terms  and  concepts,  that  many  people  may  
not  be  familiar  with,  there  is  the  challenge  of  explaining  whilst  not  becoming  
mired  in  detail  or  jargon.    Sennett’s  suggestion  of  using  vivid,  expressive  
language  requires  a  facility  in  developing  evocative  text.    There  is  clearly  a  
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delicate  balance  in  creating  a  multi-­‐layered  narrative  through  the  elements  of  
the  exhibition:  one  that  supports  the  development  of  understanding  whilst  
leaving  room  for  broader  interpretation.    In  this  prototyping  exercise,  the  
educational  context  shapes  the  perceived  need  for  the  audience  to  be  
introduced  to  these  design  practices.    In  trying  to  offer  a  balance  of  things  to  see,  
information  to  support  this,  and  juxtaposition  to  illuminate  implicit  connections  
and  differences,  the  exhibition  strives  to  offer  an  educational  experience,  
without  being  overwhelming.78    Whether  it  is  successful  is  arguable,  and  clearly  
more  work  could  be  done  to  experiment  in  this  area.  
  
In  the  section  of  the  exhibition  focussing  on  the  Designers  in  Residence,  the  
objective  was  for  the  textual  narrative  to  highlight  their  ambitions  and  aims  for  
their  year  as  a  resident.    This  sought  to  demonstrate  different  avenues  for  
developing  a  creative  business,  the  possible  ways  this  can  be  achieved,  as  well  as  
how  undertaking  the  residency  programme  might  support  this.    The  residents,  as  
recent  graduates  themselves,  embody  both  the  approach  of  the  undergraduate  
programme,  and  the  next  step  post-­‐graduation.    For  the  audience,  the  exhibition  
aimed  at  presenting  the  interests,  skills,  experience  and  attitudes  of  the  
residents,  as  examples  of  what  is  possible,  as  well  as  exemplifying  different  
approaches  and  aesthetics  for  design  and  craft  practice.      
  
Figure  31  below  shows  a  section  of  the  exhibition,  featuring  one  of  the  Designers  
in  Residence,  Kristen  Neillie.    I  interviewed  the  designer,  and  used  prior  
exhibition  statements  to  develop  the  text  that  accompanied  this  display,  seen  in  
the  top  left  hand  corner  of  the  cabinet.    It  reads:    
  
KRISTEN  NEILLIE    
DIZY:  Brand  Development  and  Product  Development    
  
Scotland  has  a  booming  knitwear  industry  and  is  revered  the  world  over  
for  its  quality  of  design,  fibres  and  finishing.  Basing  herself  in  the  
                                                                                                            
78
    Writing  interpretive  text  is  not  the  sole  focus  of  this  thesis,  so  cannot  be  developed  to  too  great  an  extent  here.  
However,  clearly  there  is  an  added  challenge  when  seeking  to  express  the  material  and  immaterial  qualities  of  a  practice,  
rather  than  the  formal  characteristics  or  cultural  significance  of  objects.    
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flourishing  City  of  Dundee,  Kristen’s  emerging  knitwear  label  DIZY  is  the  
focus  of  her  year  as  a  Resident.      
  
Bold  pattern  and  texture,  together  with  contrasting  material  
combinations  are  visual  hallmarks  of  the  DIZY  label.    Kristen  aims  at  
working  with  the  mentors  at  DJCAD  to  embed  new  market  research  into  
the  development  of  a  new  product  range  and  a  marketing  strategy.  
Product  Styling  is  an  integral  aspect  of  brand  development  and  having  
gained  local  experience  in  this  area  by  working  on  campaigns,  Kristen  is  
planning  to  increase  her  styling  portfolio  and  further  develop  this  side  of  
her  business.    Her  experiences  will  feed  directly  into  the  Design  
Enterprise  module  for  current  fourth  year  Design  and  Craft  students.      
  
The  first  line  gives  context  to  the  textiles  industry  in  Scotland,  placing  the  
designer  in  relation  to  this.    The  text  highlights  the  development  of  a  brand  
identity  as  a  necessary  focal  point  for  a  new  emerging  designer.      
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Figure  31:  Designer  in  Residence  Kristen  Neillie,  exhibition  installation  
  
The  text  offers  a  description  of  Neillie’s  aesthetic  sensibility,  which  is  illustrated  
by  the  sketches,  samples  and  photographs  on  display.    These  aim  at  indicating  
both  the  nature  of  her  practice  as  a  constructed  textile  designer,  and  the  fashion  
context  to  which  she  directs  her  work.    She  is  positioned  at  a  starting  point  in  her  
career,  with  the  need  for  business  mentoring  as  part  of  the  residency  
experience.    The  text  also  notes  her  interest  in  product  styling  (which  is  reflected  
in  the  photographs),  and  considers  the  viability  for  this  activity  within  a  creative  
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business.    The  final  sentence  connects  her  work  and  experience  with  the  
educational  relevance  for  other  people  in  the  DJCAD  community.      
  
However,  when  examining  the  display  of  objects,  images  and  text  together,  there  
still  appears  to  be  disconnection  between  what  is  displayed  and  what  is  written.  
The  textual  narrative  errs  on  the  didactic  side,  telling  one  story  whilst  the  visual  
narrative  tells  another.    It  is  not  the  case  that  the  objects  and  texts  should  be  
directly  analogous,  however,  this  prototype  exemplifies  the  danger  of  allowing  
any  individual  element  of  the  narrative  construction  to  dominate.  
  
Although  the  aim  for  this  section  of  the  exhibition  was  to  highlight  aspects  of  a  
creative  business,  these  are  not  fully  supported  by  the  items  displayed.    For  
example,  although  the  text  discusses  the  ‘DIZY’  label,  and  notes  this  as  an  area  
for  development,  there  is  no  tangible  indication  of  this  story  through  the  objects.    
The  display  consists  of  items  produced  throughout  the  course  of  a  design  
process:  a  fashion  illustration  with  attached  samples;  knitted  swatches;  a  
detailed  image  of  the  texture  of  one  of  the  knitted  swatches  on  display;  and  
product  styling  images.    Although  it  can  be  inferred  from  the  text  that  these  
images  are  of  pieces  from  Neillie’s  knitwear  range,  her  ‘DIZY’  brand  is  not  
evident.    Perhaps  making  this  a  focal  point  in  the  text  gives  it  too  much  
importance  without  some  other  form  of  visual  or  object  example.  
  
In  an  object-­‐based  exhibition  people  ‘read’  the  combination  of  elements,  
learning  something  about  what  they  see.    Here,  the  things  displayed  do  not  
reveal  a  great  deal  about  how  or  why  they  were  produced,  or  what  the  relevance  
of  the  patterns,  fibres  or  colour  combinations  are.    Styled  on  a  female  model  in  
the  bottom  photograph,  they  do  suggest  a  market  context,  even  if  these  are  not  
products  ready  for  sale.    By  trying  to  indicate  that  there  are  other  layers  to  a  
design  business,  the  text  intended  to  add  to  the  standard  narratives  of  form  and  
material,  which  accompany  objects,  particularly  in  museums.    However,  to  really  
extend  this  aspect  of  the  story,  other  types  of  objects  and  materials  might  be  
more  relevant,  such  as  any  branding  prototypes,  other  examples  of  fashion  
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styling  completed  by  the  designer,  as  well  as  further  indication  of  the  context  for  
fashion  and  textiles.    More  could  be  made  of  different  sketches,  development  
work  and  the  collaborative  partnerships  Neillie  has  developed,  indicating  the  
particularity  of  her  design  process  and  its  many  facets  in  more  detail.  
  
The  challenge  is  connecting  the  narrative  threads.    This  prototype  arguably  went  
too  far  in  trying  to  focus  on  an  explanatory  textual  narrative,  supported  by  
artefacts  produced  for  other  reasons,  in  prior  contexts.    The  available  display  
cabinet  also  did  not  allow  for  viewers  to  touch  these  textile  pieces,  and  so  the  
quality  of  the  knit  could  not  be  experienced  directly  (although  other  samples  
were  available  to  touch  across  the  exhibition  as  a  whole).    Rather  than  an  
exhibition,  this  display  could  work  just  as  easily  as  printed  page,  with  an  outline  
of  the  various  people  involved  in  the  Designer  in  Residence  programme.  
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The	  juxtapositions	  and	  connections	  across	  the	  exhibition	  
  
Figure  32:  Juxtaposition  within  the  exhibition.      
The  section  of  the  exhibition  displaying  the  wall  hangings  of  Jane  Keith  to  the  left,  with  Dr  Sandra  
Wilson’s  work  on  the  right  hand  side  of  the  image.    See  Appendix  C  for  an  image  of  the  
installation  of  Wilson’s  work.  
  
The  textile  pieces  shown  in  Figure  32  are  examples  of  designer  Jane  Keith’s  hand  
painted  and  printed  textiles.    These  are  visually  striking,  with  bold  colour  and  
pattern.    They  can  be  appreciated  aesthetically,  potentially  without  reference  to  
the  textual  explanation  that  offers  context  of  the  designer’s  practice.    These  eye-­‐
catching  textiles  can  also  be  seen  to  contrast  with  the  preparatory  samples  of  
Robertson,  and  also  with  the  scale,  techniques  and  materials  employed  by  Dr  
Sandra  Wilson  (seen  next  to  Keith  in  Figure  32),  a  jewellery  designer  and  
researcher  who  works  in  a  cross-­‐disciplinary  way  with  scientists  and  engineers.    
Her  use  of  digital  technologies  for  design  and  manufacture,  and  the  collaboration  
with  different  disciplines  within  this  particular  example  of  her  practice  contrasts  
with  the  traditional  textile  techniques  that  have  been  honed  over  time  by  an  
individual  practitioner  like  Keith.      
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The  juxtaposition  across  the  exhibition  may  arguably  suggest  how  practitioners  
innovate  in  different  ways:  through  dedication  over  time  to  a  traditional  method,  
and  through  crossing  disciplinary  and  technological  boundaries  to  explore  the  
combination  of  traditional  techniques  with  the  application  of  new  methods,  
materials  and  technologies.    The  emphasis  in  Keith’s  text  (See  Appendix  C)  also  
relates  to  the  designer’s  industry  experience  and  longevity  running  a  successful  
business.    It  makes  reference  to  the  need  for  rigorous  research  and  
development,  and  the  time  it  takes  to  become  established  in  the  field.    This  is  
intended  to  draw  attention  to  the  fact  that  a  design  practice  requires  time  and  
dedication  to  develop,  and  this  it  is  a  constantly  moving  process,  where  the  
designer  must  continue  to  learn  and  develop  to  improve.    Comparing  Keith’s  
large,  dramatic  textile  pieces  with  Robertson’s  display  (Figure  29)  pulls  out  the  
use  of  colour,  material  and  technique,  but  in  quite  diverse  ways,  aiming  at  a  
point  of  convergence  amid  difference.  
  
The  mix  of  work  in  the  exhibition  as  a  whole,  including  finished  commercial  
products  and  images  alongside  research  materials  and  preparatory  sketches,  
potentially  makes  space  for  people  to  draw  connections  and  understand  the  
diversity  possible  within  what  are  perhaps  more  commonly  seen  as  traditional  
craft-­‐based  disciplines.    However  the  issue  of  how  to  evaluate  such  diverse  work  
within  one  exhibition  space  is  raised  here.      
  
Robertson’s  research  is  shown  through  a  series  of  test  samples,  which  alone  may  
be  difficult  to  interpret.    These  samples  are  perhaps  not  visually  exciting  in  a  
conventional  sense,  as  is  often  expected  within  exhibitions.    Placed  in  proximity  
to  more  finished  jewellery  pieces79  or  the  textile  hangings  from  Keith  and  other  
designers,  they  do  not  assert  a  strong  ‘visual  appeal’.    How  does  a  viewer  make  
sense  of  the  value  of  this  work  in  this  scenario?    Does  the  proximity  to  more  
finished  or  easily  ‘consumable’  work  diminish  the  sense  of  innovation  within  this  
                                                                                                            
79
  Two  of  the  other  practitioners  in  the  exhibition,  both  jewellers  (Beth  Spowart  and  Kathy  Vones),  also  experiment  with  
colour-­‐changing  technologies  within  their  work.    This  offers  a  connection  through  a  materials  lens,  across  design  
disciplines,  and  potentially  offers  the  audience  an  indication  of  the  possible  applications  and  avenues  for  exploration.          
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designer’s  practice?    One  way  the  prototyping  exercise  sought  to  explore  this  
was  to  include  an  invitation  to  touch  the  samples,  at  the  bottom  of  the  text  
panel,  helping  to  orient  the  visitor  to  the  conventions  within  the  exhibition  
space.    
  
The  audience  is  asked  to  experience  how  the  heat  from  a  hand  can  trigger  
different  types  of  colour  change  at  different  temperatures,  and  to  feel  the  
qualities  of  the  surfaces  used  in  an  experimental  design  process.    The  interactive  
nature  of  the  work  calls  for  an  interactive  engagement,  in  order  to  understand  
the  responsive  reactions  of  the  thermochromic  materials.    The  responsive  
capacities  of  smart  materials  do  not  only  have  potential  aesthetic  applications,  
they  are  also  used  for  creating  visual  triggers  in  such  contexts  as  healthcare  and  
food  packaging.    Although  this  is  not  outlined  explicitly  in  the  text  accompanying  
Robertson’s  samples,  the  question  that  leads  the  text  can  be  seen  as  a  prompt  
for  the  audience,  to  consider  what  the  applications  in  textile  design  might  be.    
This  is  then  facilitated  through  the  opportunity  to  see  and  experience  the  visual  
drama  of  colour  change,  through  interaction.    
  
A  different  criterion  for  evaluation  thus  comes  into  play.    As  this  work  is  
experimental,  rather  than  oriented  towards  market  exploitation,  the  nature  of  
the  work  being  displayed  is  different  to  other  textile  practices.    A  value  is  being  
placed  upon  exploratory  research  and  development  in  design,  through  making  
and  materials  experimentation.    Evaluating  the  finished  product,  and  perhaps  its  
cultural  significance  or  international  success,  as  is  common  within  design  
exhibitions,  is  not  applicable  here.    This  type  of  design  practice  requires  a  space  
for  opening  up  discussion  about  what  a  design-­‐led  approach  to  research  and  
development  can  be.    There  is  arguably  the  need  to  begin  to  explain  the  value  
and  values  behind  this  type  of  practice,  in  a  way  that  does  not  focus  on  common  
concerns  of  visual  appeal.      
  
Although  perhaps  this  small  prototype  did  not  go  far  enough,  it  begins  to  
introduce  the  audience  to  what  different  types  of  design  practice  are,  how  they  
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compare,  and  why  the  process  of  design  may  be  as  significant  as  the  final  
outcome.    Specifically,  the  combination  of  objects,  images  and  texts,  and  the  
juxtapositions  between  and  across  the  exhibitors  seeks  to  introduce  the  different  
possibilities  of  engagement  in  design  (and  craft)-­‐led  research  within  an  art  and  
design  institution.    What  appears  to  be  crucial  here,  is  developing  a  suitable  
approach  to  engaging  with  and  evaluating  the  types  of  innovation  within  
different  design  practices,  so  it  may  become  clearer  how  to  relate  to  these.    This  
is  the  case,  both  in  terms  of  the  strategy  for  developing  concepts  behind  
exhibition  narratives,  as  well  as  for  how  to  then  manifest  these  in  the  form  of  an  
exhibition.    
  
Section	  3:	  Visualising	  the	  exhibition	  relationships	  
  
  
  
Figure  33:  A  visualisation  of  the  relationships  between  the  different  elements  of  the  exhibition-­‐
prototype.      
  
Figure  33  visualises  the  relationships  and  layers  of  the  exhibition-­‐prototype.    
Visualising  the  exhibition  in  this  way  is  offered  as  a  way  to  make  explicit  how  the  
overall  exhibition  narrative  may  be  connected  and  structured.    It  manifests  each  
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of  the  exhibition  elements  (texts,  object-­‐text  relationships,  and  juxtapositions)  
and  possible  connections  between  them.    
  
A  permeable  ‘boundary’  indicates  the  constraints  and  the  context  of  the  
exhibition  space.    In  this  case  study,  the  context  is  a  small-­‐scale,  time-­‐limited,  
low-­‐fidelity  prototype-­‐exhibition,  in  an  art  college  gallery  space.      
  
The  audience  is  included  at  the  core  of  the  visualisation,  influencing  the  
development  of  the  exhibition  narrative  overall.    In  this  case  the  audience  is  an  
imagined  group  (prospective  students)  that  serves  to  orient  the  development  of  
the  narrative,  in  the  consideration  of  the  type  and  level  of  information  that  is  
available  textually,  visually  and  physically.    
  
The  textual,  visual  and  tactile  narrative  threads  cross  the  central  part  of  the  
exhibition  context.    These  are  shown  as  separate,  parallel  lines,  as  they  can  be  
read  independently,  as  well  as  together.    In  this  study,  more  could  have  been  
done  within  the  exhibition  to  connect  these  narratives.      
  
The  individual  exhibits  (consisting  of  the  object-­‐image-­‐text  relationships)  are  
indicated  by  long  ellipses  that  extend  beyond  the  boundaries  of  the  narrative  
threads.    The  exhibits  can  be  examined  individually,  or  connections  can  be  made  
between  and  across  them  as  a  whole,  as  indicated  by  the  arrows  moving  across  
the  visualisation.      
	  
Prototyping	  as	  an	  exploration	  of	  the	  design	  space	  and	  a	  tool	  for	  developing	  a	  
curatorial	  strategy	  
  
In  this  case  study,  framing  and  analysing  the  development  of  an  exhibition  as  a  
prototyping  process  has  allowed  the  basic  elements  of  the  exhibition  to  be  
separated  out  and  questioned.    Although  each  element  has  not  been  extended  
too  far  beyond  its  conventional  function,  the  act  of  engaging  in  practice  offers  a  
concrete  basis  for  reflection.    Manifesting  the  different  prototypes,  going  
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through  the  process  of  constructing  new  relationships,  and  spending  time  (both  
during  and  after  the  study)  moving  between  practical  action  and  theoretical  
reflection,  has  revealed  the  extent  to  which  the  exhibition  elements  are  
juxtaposed  rather  than  completely  integrated.    Although  the  exhibition  can  be  
seen  as  a  whole,  this  is  a  whole  that  remains  constructed  from  independent  
parts,  which  each  have  their  own  complex  of  meanings,  relationships,  values  and  
significance.      
  
Throughout  this  study  there  is  the  sense  that  the  need  for  contextual  
explanation  grapples  with  the  conventional  autonomy  of  objects,  and  that  this  
autonomy  still  requires  to  be  challenged  when  exploring  the  methodological  side  
of  design.    Many  interpretations  of  design  and  its  value  exist:  from  traditional  
modernist  interpretations  of  design  in  form  and  function;  through  aesthetics  and  
stylistic  innovation;  to  design  as  a  process  guided  through  making  and  
experimenting,  with  traditional  or  new  technologies  and  materials;  to  the  
strategic  shaping  of  new  business  models  now  required  for  commercial  success  
(and  many  other  interpretations  which  exist  beyond  the  boundaries  of  this  case  
study).    Trying  to  share  this  wealth  of  possibility  with  an  audience  begins  to  
overwhelm  any  desire  for  a  singular,  unchanging  and  authoritative  narrative.    
The  very  complexity  of  design  activity,  and  the  multiple  possibilities  for  
interpretation,  insists  upon  a  curatorial  approach  that  can  acknowledge  and  
manage  this  complexity.    
  
By  reflecting  on  and  visualising  the  process  of  prototyping  in  this  case  study,  the  
research  has  begun  to  build  the  outline  of  a  curatorial  strategy.    The  need  for  a  
flexible  and  responsive  way  of  exploring,  interpreting  and  communicating  design  
practice  (through  exhibition)  has  also  led  the  research  to  engage  with  the  work  
of  Theodor  Adorno  (1973),  and  his  use  of  ‘constellations’.    This  is  a  philosophical  
concept  and  approach,  first  posited  by  Walter  Benjamin  (1977).    It  is  to  
constellations  that  this  chapter  now  turns,  to  help  bring  further  theoretical  
explication  to  the  insights  developed  through  the  practice-­‐led  research.        
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Constellations	  
A  central  figure  of  the  Frankfurt  School  of  critical  theorists,  Adorno  used  the  
notion  of  the  constellation  or  constellations  as  a  way  of  outlining  the  complexity  
of  the  relational  networks  within  which  meaning  is  developed  and  shared.80    The  
‘concept’  of  constellations  was  developed  from  the  work  of  friend  and  colleague,  
Walter  Benjamin.    Benjamin,  in  his  The  Origin  of  German  Tragic  Drama  (1977),  
outlined  a  philosophical  approach  of  bringing  concrete  phenomena  to  bear  on  
the  realm  of  ideas.    In  essence,  this  means  that  rather  than  using  only  empirical  
methods,  or  solely  retreating  to  the  philosophic  realm  of  ideas,  the  ‘truth’  that  
philosophy  seeks  may  be  accessed  through  the  particular  elements  of  the  
experiences  we  have  in  the  everyday  world.    Adorno  developed  this  idea,  seeking  
to  explore  philosophical  meaning  through  the  particular  concrete  ‘objects’  of  
experience.      
  
Adorno  was  critical  of  any  notion  of  universal  meaning.    Part  of  his  approach  to  
philosophy  was  to  undermine  taken-­‐for-­‐granted  notions  through  consistently  
bringing  to  our  attention  the  ‘particulars’,  the  specificities,  or  the  ‘nonidentical’  
elements  that  make  individual  things  unique.    He  suggested  that  even  within  
phenomena  that  seem  identical,  there  is  always  difference.    He  attacked  ‘identity  
thinking’  for  its  impulse  of  control  and  domination.    When  we  seek  to  classify,  to  
conceptualise,  we  try  to  bring  things  under  our  control,  to  understand  them  
completely.    Complete  understanding  is  impossible,  if  we  recognise  that  things  
always  have  a  nonidentical  element,  making  them  different  from  all  other  things.    
Adorno  also  argued  against  the  use  of  individual  concepts  to  make  sense  of  
phenomena.    This  limits  interpretive  possibility.    However,  if  we  are  to  make  
sense  of  the  world  around  us  it  is  still  necessary  to  conceptualise.  
Adorno’s  solution  or  approach  was  to  use  ‘constellations’  of  concepts,  rather  
than  individual  concepts,  to  attempt  to  retain  the  nonidentical  nature  of  
phenomena  when  conceptualising.    Michael  Crotty  (1998)  indicates  a  key  aspect  
                                                                                                            
80
  For  this  reading  of  the  work  of  Theodor  Adorno  I  have  drawn  particularly  upon  the  seminal  work  of  Susan  Buck-­‐Morss  
(1977),  the  work  of  Alison  Stone  (2008)  and  Theodor  Adorno’s  primary  texts  (1974,  1973).  
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of  Adorno’s  core  method,  ‘negative  dialectics’,  and  how  it  makes  sense  of,  and  
seeks  truth  in,  concrete  circumstances:  
  
Instead  of  building  a  theoretical  system,  we  delineate  a  constellation.    In  
the  case  of  a  constellation,  unlike  that  of  a  conceptual  system,  no  claims  
to  fullness  or  completedness  are  advanced.    Adorno  refers  to  the  ‘trial  
arrangement’  of  constellation…  It  is  a  temporary  structure  only,  for  
negative  dialectics  means  thinking  in  such  a  way  ‘that  the  thought  form  
will  no  longer  turn  its  objects  into  immutable  ones,  into  objects  that  
remain  the  same’  (Adorno,  cited  in  Crotty,  1998,  p.  135).  
  
A  dialectical  mode  of  reasoning  finds  a  resolution  of  meaning  through  the  
interaction  of  opposite  concepts  into  a  third,  synthesized  concept.    As  Crotty  
notes:  
  
To  recognise  the  dialectic  is  to  recognise  that  realities  are  never  isolated  
entities  standing  in  a  linear,  causal  relationship  to  one  another.    
Dialectically,  reality  can  only  be  understood  as  a  multifaceted  
interaction…  Hegel’s  dialectic  holds  not  only  the  notion  of  thesis  and  
antithesis  standing  over  against  each  other  but  also  the  notion  of  their  
interaction  leading  to  a  synthesis  (Crotty,  1998,  p.  118).     
  
For  Adorno  however,  there  is  a  denial  of  the  synthesis  in  the  dialectical  relation.    
He  maintains  that  the  bringing  together  of  opposite  concepts  retains  the  
difference  between  them,  rather  than  necessarily  resolving  it.    The  inherent  
contradictions  of  everyday  ‘realities’  remain,  and  the  dialectical  relationship  is  
‘negative’,  rather  than  a  ‘positive’  synthesis.      
  
If  understanding  develops  from  interaction  with  a  particular,  concrete  context,  
then  it  is  necessary  to  accept  that  particularity,  or  the  ‘nonidentical’,  is  a  strength  
that  can  lead  to  more  nuanced  interpretation.    Complex  practices  cannot  be  
reduced  to  individual  concepts,  therefore  we  have  to  be  prepared  to  bring  
constellations  of  concepts  together  to  account  for  rich  contextual  significance.    
  
By  bringing  concepts  together  in  constellation,  this  does  not  mean  that  they  
necessarily  synthesize  into  one  complex  connected  phenomenon:  they  are  
gathered  together,  side  by  side  and  in  clusters.    They  are  juxtaposed  to  indicate  
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the  difference  between  them,  but  by  their  proximity  they  cast  different  qualities  
of  light  upon  each  other.    The  Concise  Oxford  Dictionary  (Pearsall,  1999,  p.  769)  
defines  ‘juxtapose’  as  to  ‘place  close  together’.    Originating  in  the  19th  Century,  
this  comes  from  the  French  juxtaposer,  from  Latin  juxta  –  ‘next’  and  French  
poser  –  ‘to  place’.    Juxtaposition  relates  concepts  to  each  other  through  
difference  as  well  as  similarity.    It  is  temporary,  partial  and  illuminating:  it  is  not  
final,  universal,  for  all  time.      
  
Curator  Paul  O’Neill  (2012b)  also  uses  Adorno’s  concept  of  the  constellation  to  
describe  the  curatorial  as  a  way  of  working  through  juxtaposition.    He  suggests  
that  this  requires  an  acceptance  that  whatever  connections  are  being  created  
are  contingent  upon  this  particular  arrangement,  at  this  time,  and  may  be  
disconnected  just  as  easily.81    He  talks  of  clusters  of  activities  that  are  brought  
together  in  a  curatorial  frame.    This  curatorial  constellation  is:  
  
[A]  more  juxtaposed  field  of  signification,  form,  content,  and  
critique.    The  constellation,  in  this  sense,  is  an  ever-­‐shifting  and  dynamic  
cluster  of  changing  elements  that  are  always  resisting  reduction  to  a  
single  common  denominator  (O’Neill,  2012b,  p.  57).  
  
Curating  here  is  about  the  creation  of  new  meaning  through  juxtaposition.    We  
can  also  arguably  extend  this  to  innovation  through  design.    The  process  of  
engaging  in  new  interpretation  can  be  seen  as  the  development  of  new  meaning.    
Juxtaposition  to  contrast  and  promote  reflection  helps  to  reach  new  forms  of  
understanding.    Building  new  constellations  of  meaning  for  existing  phenomena  
is  a  process  of  innovation.    Design  practice  aids  this  through  the  filtering  of  the  
existing  design  space  (where  previous  meaning  and  juxtaposition  has  been  in  
place),  and  manifesting  different  conceptions,  only  to  reorder  these  into  new  
configurations,  casting  new  light.    The  construction  of  new  meaning  relies  upon  
the  active  development  of  new  constellations  of  concepts,  and  design  is  an  
                                                                                                            
81
  In  this  way  it  is  reminiscent  of  Stuart  Hall’s  (1996)  outlining  of  the  concept  of  ‘articulation’:  meaning  both  the  
expression  of  meaning,  and  a  temporary,  provisional  connection,  which  brings  elements  together,  but  without  making  the  
connection  permanent.  See  also  Julier  (2013)  for  discussion  of  the  concept  of  articulation  through  the  lens  of  design.  
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activity  which  drives  this  forward.    It  is  about  interpreting  the  world,  and  
envisioning  it  in  a  new  way  (Verganti  and  Öberg,  2013).  
  
Prototyping  can  be  seen  as  a  provisional  exploration  of  particular  elements,  
through  iteration.    Although  it  is  perhaps  oriented  towards  some  kind  of  
resolution,  nevertheless  it  employs  the  idea  of  the  constellation  as  a  ‘trial  
arrangement’  that  can  bring  meaning  to  a  situation,  even  if  this  is  partial  and  
contradictory.    Building  a  constellation  may  arguably  be  seen  as  a  concerted  
effort  to  make  sense  through  multiple  elements,  challenging  traditionally  held  
beliefs,  in  the  search  of  a  more  nuanced  interpretation.    In  terms  of  a  theory  of  
design  practice,  constructing  the  constellation  specifically  encourages  a  filtering  
of  the  design  space,  deliberately  playing  with  the  shape  of  its  possible  
boundaries  in  the  search  for  new  or  more  refined  meaning.    This  is  problem  
setting  rather  than  solving,  an  opening  up  of  meaning  in  direct  relation  to  the  
concrete  circumstances  of  the  context  under  consideration.      
  
Building  constellations  is  a  design  endeavour,  and  it  also  frames  the  curatorial  
endeavour  for  exploring  and  communicating  design  innovation.    The  exhibition,  
as  a  means  of  making  sense  of  practices  through  display  and  communication,  has  
to  attend  to  the  ‘nonidentical’  nature  of  design.    Developing  exhibitions  using  the  
constellation  as  a  guiding  strategy  becomes  a  way  of  seeking  difference  rather  
than  languishing  in  conformity.    
  
The  hermeneutic  relationship  of  the  part  and  the  whole  comes  into  play  here:  
each  part  that  is  juxtaposed  sheds  light  on  the  others.    By  understanding  these  
parts,  we  come  to  understand  the  whole:  and  yet,  if  this  whole  is  provisional  and  
contingent,  we  must  accept  that  the  parts  also  function  on  their  own  (as  wholes),  
and  can  be  taken  out  or  brought  in  to  develop  understanding  in  different  ways  at  
different  times.    Thus  we  try  and  bring  together  different  concepts  to  try  and  
help  us  make  sense  of  a  particular  situation,  and  some  of  these  may  deliver  
contradiction.    However,  the  ‘reality’  might  be  that  contradictory  elements  are  
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indeed  a  part  of  this  whole:  that  contrast  and  difference  is  part  of  the  nature  of  
the  current  context,  rather  than  convergence  and  similarity.    
  
In  considering  the  constellation  as  a  concept  for  design  innovation,  and  as  the  
basis  for  a  curatorial  strategy  for  design,  we  can  once  again  bring  in  the  practice  
of  visualisation  as  a  way  to  manifest  this  more  clearly.    In  relation  to  this  current  
case  study,  the  following  visualisation  (Figure  34)  has  been  created.    It  uses  the  
concrete  circumstances  of  the  case  context  as  the  ‘particularity’  on  which  to  
build  theoretical  understanding.      It  also  makes  use  of  the  constellation  as  a  
strategy  for  framing  and  making  sense  of  the  practice-­‐led  research  approach.  
    
262  
  
  
  
      Figure  34:  The  design  space  as  a  constellation    
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In  Chapter  Five,  Figure  26  (p.  225)  indicated  the  various  contextual  levels  
impacting  the  development  of  the  Design  in  Motion  project,  which  was  
positioned  within  an  organisational  milieu.    This  brought  together  the  broader  
levels  of  influence,  and  gave  a  brief  indication  of  how  the  inner  design  space  of  
the  exhibition  development  connected  outwards.    The  constellation  for  this  case  
study  moves  inwards  to  explore  the  inner  design  space  directly.    It  comprises  the  
elements  of  the  exhibition  which  were  explored,  connected  with  other  aspects  
that  impact  the  development  of  the  exhibition:  the  objects  and  images,  the  
exhibition  space,  timescale,  designers,  the  curatorial  position  or  approach,  the  
theme,  the  text  and  the  audience.    Each  of  these  elements  are  gatherings  of  
different  concepts,  which  in  turn  are  shaped  by  beliefs,  constraints  and  
assumptions.    
  
Each  element  is  made  up  of  different  parts.    For  example,  within  the  
consideration  of  the  audience,  are  groups  such  as  prospective  students,  but  also  
existing  students  and  other  staff  within  the  art  college,  who  may  not  be  familiar  
with  the  practices  of  either  the  Residents  or  their  colleagues.    In  thinking  about  
the  audience,  the  consideration  of  what  sort  of  experience  is  being  created  also  
comes  in  to  play.    The  passive  model  adopted  for  this  prototype  focused  on  
exploring  the  connections  directly  between  the  things  on  display.    However,  
further  prototypes  could  begin  to  focus  on  different,  more  active  ways  to  engage  
audiences.      
  
The  constellation  also  includes  the  relationships  between  the  objects,  images  
and  the  texts,  and  alongside  this  is  a  consideration  of  the  constraints  of  the  
exhibition  space  and  the  practical  timescale  for  delivery.    Although  the  objects  
and  texts  in  the  exhibition  are  what  represent  the  designers  to  the  audience,  the  
designers  are  also  included  as  actors  within  the  design  space.    The  relationships  
built  with  them  can  affect  the  development  of  the  exhibition,  the  curatorial  
position  or  approach,  and  the  theme  or  narrative.      
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The  theme  or  narrative  of  the  exhibition  is  highlighted  within  this  particular  
constellation.    It  connects  with  different  contextual  layers:  the  departments  
involved  in  the  exhibition;  the  Design  and  Craft  pathway;  DJCAD  as  part  of  the  
University  of  Dundee;  and  this  all  within  the  context  of  Scottish  art  college  
education.    Levels  of  practice  are  also  noted:  undergraduate,  graduate  (designer  
in  residence)  and  professional  practice,  whether  within  academia  or  industry.    
These  contextual  factors  feed  in  to  the  development  of  the  prototype  and  exist  
as  layers  to  be  considered  when  mediating  and  manifesting  design.  
  
It  should  be  noted  that  this  is  not  a  definitive  model  for  the  case  study,  but  the  
manifestation  of  a  working  tool.    By  sketching  out  the  relations  within  the  case  
study,  the  connections  between  different  individual  elements,  and  the  wider  
contexts  that  impact  these,  have  been  made  visible.    Each  part  becomes  a  node  
for  reflection  when  developing  broader  design  narratives.    Bringing  Adorno’s  
notion  of  the  constellation  to  the  research  aims  at  giving  clarity  to  the  
prototyping  approach,  in  terms  of  the  clusters  of  concepts  which  juxtapose  and  
combine  to  develop  (provisional)  meaning.      
  
The  constellation  presented  here  is  itself  a  prototype:  there  is  much  room  for  
iteration,  improvement  and  change.    There  may  be  some  elements  that  arise  
from  engaging  in  this  concrete  setting  that  do  not  play  as  large  a  part  in  other  
contexts,  and  some  which  may  change  as  further  understanding  is  developed,  
through  rounds  of  analysis  and  reflection.      
	  
Section	  4:	  Chapter	  Summary	  
  
This  chapter  has  outlined  the  use  of  exhibition-­‐making  as  a  method  of  
prototyping.    Prototyping  the  exhibition  has  offered  two  types  of  insights  for  the  
research:  those  that  relate  to  the  act  of  exhibiting  design  in  this  particular  
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setting;  and  those  of  a  more  methodological  nature  that  relate  to  the  
development  of  the  constellation  as  a  curatorial  strategy  and  a  theory  of  design.  
        
In  terms  of  the  method  of  exhibition,  I  have  highlighted  that  at  times  the  textual  
and  object  narratives  built  across  the  exhibition  were  disconnected,  and  the  
relationships  between  the  objects,  images  and  texts  could  have  been  more  
fluent.    Starting  from  a  curatorial  premise  rather  than  the  object  itself,  when  
developing  an  object-­‐based  exhibition,  arguably  risks  the  disjuncture  of  the  
narrative  threads  (Breward,  2008).    The  relationship  being  developed  in  this  
exhibition  was  between  the  target  audience  and  the  narrative  of  professional  
practice  at  DJCAD,  yet  it  was  also  the  relationship  between  an  idea,  and  the  
materials  that  are  made  to  represent  that  idea  physically  and  visually.      
  
The  objects  in  the  exhibition  embody  a  number  of  narratives,  including  their  
physical  properties,  their  methods  of  invention  and  production,  the  intentions  of  
the  designer  in  their  creation,  the  approach  to  developing  a  professional  identity,  
as  well  as  my  interests  as  the  curator.    They  also  take  on  the  responsibility  of  
communicating  the  wider  themes  in  relation  to  the  textual  narrative.    
Considering  the  audience  as  a  key  part  of  the  curatorial  strategy,  means  
considering  how  this  focus  shapes  the  story  being  told.    It  could  be  argued  that  
starting  from  the  audience  in  this  study  influenced  the  narrative  to  too  great  an  
extent:  it  becomes  imposed  upon  the  objects.      
  
The  issue  of  how  to  evaluate  and  present  the  diversity  of  design  and  craft  
practice  within  one  exhibition  space  is  also  raised  here.    The  exhibition  indicates  
difference  visually,  but  with  experimental  work  placed  in  contrast  with  
traditional  practices,  this  highlights  how  objects  are  often  judged  on  formal,  
aesthetic  and  material  properties.    There  remains  a  question  mark  over  the  
extent  to  which  the  object  can  evoke  innovation  as  a  process,  rather  than  as  the  
result  of  that  process.    Particularly  with  the  research-­‐based  exhibits,  
foregrounding  the  questioning  nature  of  the  practice  may  be  a  route  to  
maintaining  a  sense  of  provisional  meaning  and  uncertainty,  at  the  heart  of  this  
   266  
design  practice  and  research.    The  study  also  highlights  the  position  of  curatorial  
responsibility  for  the  overall  narrative  voice  in  the  exhibition.    Experimenting  
with  a  clearer  indication  of  who  is  speaking  and  why,  could  be  a  further  point  for  
iteration.    
  
New  media  art  curator  Sarah  Cook  (2004),  for  her  own  doctoral  research,  
delineated  two  common  curatorial  approaches  for  art  practices:  one  (formalist)  
that  is  based  on  the  aesthetics  and  characteristics  of  art  and  the  artist  as  the  
creator;  and  one  (critical/contextual)  that  focuses  more  on  political  or  social  
elements  outside  of  the  art,  and  the  art  placed  in  relation  to  this  wider  cultural  
context.    For  this  case  study,  it  could  be  argued  that  the  objects  embodied  the  
‘formalist’  narrative,  with  all  of  the  ‘context’  given  over  to  the  textual  narrative.    
Although  it  may  be  common  to  allow  objects  a  central  position  within  museum  
exhibitions,  if  there  is  a  need  to  delve  into  design  methodology,  and  the  values  
that  sit  beneath  practices,  then  perhaps  the  narrative  in  this  case  did  not  do  
enough  to  tell  this  story.    The  focus  on  developing  the  narrative  for  a  particular  
audience  led  to  a  discussion  of  the  career  goals  and  aims  of  the  Designers  in  
Residence,  and  the  industry  or  research  experience  of  the  staff  practitioners.    
The  objects  displayed,  in  some  of  the  sections,  merely  served  as  indications  of  
the  end  product  of  a  design  process.    
  
However,  an  exhibition  is  also  experienced  as  a  whole  entity.    By  moving  
between  the  parallel  narratives,  across  the  exhibition,  it  would  be  possible  for  an  
audience  to  make  connections,  and  possibly  develop  a  more  in-­‐depth  
interpretation  of  the  design  practices  on  show.    The  audience  members  also  
bring  their  own  knowledge  and  interests  to  the  exhibition,  thus  their  experience  
has  the  potential  to  exceed  the  interpretation  provided  within  the  exhibition  
itself.    
  
Cook’s  research  proposes  a  ‘third  way’  of  curating,  in  particular  for  new  media  
art  practices,  which  blends  both  the  formalist  and  contextual  approaches,  and  
places  the  nature  and  behaviours  of  new  media  art  (e.g.  interactive,  connected,  
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computable:  see  Cook,  2004,  pp.  43–45;  Graham  and  Cook,  2010,  p.  8)  as  
central,  with  the  curatorial  role  being  to  support  the  work  of  the  artist  in  
whatever  way  is  most  appropriate.    A  third  way  for  curating  design,  as  it  is  
explored  here,  is  less  about  finding  ways  to  attend  to  the  behaviours  of  the  
‘artwork’,  or  in  the  case  of  design,  the  product,  service  or  other  outcome  
(although  this  is  also  part  of  the  challenge).    It  is  the  behaviours,  or  the  actions  
and  intentions  involved  in  the  process  of  undertaking  design  that  is  of  concern  
here.    Focusing  too  much  on  assumptions  regarding  the  needs  of  the  target  
audience  (as  well  as  the  nature  of  the  work  for  display),  may  in  this  case  have  
distracted  the  narrative  from  revealing  a  more  methodological  frame.        
  
Time  is  always  a  limited  resource  in  exhibition  or  other  programming,  and  full  
familiarity  with  practices  and  artefacts  may  not  always  be  possible.    However,  
the  lack  of  familiarity  developed  with  the  working  practices  of  each  practitioner  
in  this  case  highlighted  the  need  for  a  curatorial  approach  to  more  fully  
understand  the  material  being  explored.    This  points  to  time  and  resources,  but  
also  a  mindset  and  approach  to  curating  that  values  depth  and  breadth  of  
understanding,  rather  than  relying  on  perhaps  the  visual  or  other  qualities  of  
exhibits.      
  
Dedication  to  research  and  diligent  object-­‐based  exploration  in  the  museum  is  
often  conceptualised  in  terms  of  scholarship.    Scholarship  in  relation  to  historical  
subjects,  and  research  approaches  based  in  the  material  record,  may  require  
some  modification  when  considering  contemporary  subject  matter,  where  
practices  are  ongoing,  fluid,  and  resist  firm  conceptualisation.    The  aim  of  the  
exhibition  in  the  contemporary  context  may  arguably  be  to  reveal  and  make  
links,  rather  than  providing  a  definitive  explanatory  framework.      
  
Depth  of  inquiry  and  ‘disciplinary  rigour’  (Foster,  2015b)  may  also  seem  to  sit  
slightly  uncomfortably  alongside  inter-­‐disciplinary,  dynamic  subject  material  that  
may  not  be  object-­‐based.    In  addition,  the  challenge  with  design  is  to  balance  the  
tendency  towards  promotion  and  spectacle  with  practices  that  may  not  shout  
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visually,  but  resonate  in  their  conceptual  and  material  engagement  in  design  
innovation.    This  does  not  negate  the  need  for  careful  and  sensitive  work  with  
interesting  and  successful  designers  and  makers,  but  may  require  the  
development  of  different  lenses  and  evaluative  frameworks  to  be  brought  to  
working  practices.        
  
Through  engaging  in  exhibition  as  a  method  of  prototyping,  this  case  study  has  
developed  a  preliminary  understanding  of  the  constellation  as  a  strategy  for  
curating  design  innovation.    It  has  been  a  ‘quick  and  dirty’  exercise,  using  
practical  action  as  the  basis  for  theoretical  reflection.    Moving  back  and  forth  
between  the  practical  engagement  and  consideration  of  the  literature  on  
prototyping  (e.g.  Buchenau  and  Fulton  Suri,  2000;  Houde  and  Hill,  1997;  Lim  et  
al.,  2008;  Mogensen,  1992;  Schrage,  2013,  2000;  Schwartz,  2013;  Stappers,  
2013),  along  with  engagement  in  the  work  of  Theodor  Adorno,  the  shape  of  the  
constellation  has  begun  to  emerge.    The  act  of  prototyping  has  been  made  
visible  as  a  way  of  homing  in  on  the  different  elements  or  concepts  within  the  
design  space,  fleshing  these  out  to  build  a  flexible  interpretive  framework.    
  
What  the  constellation  shown  in  Figure  34  represents  is  the  active  gathering  
together  and  examination  of  concepts.    Mapping  the  relations  in  this  case  has  
prompted  understanding  of  how  the  different  connections  and  relationships  are  
made  meaningful.    It  offers  a  basis  from  which  to  develop  a  strategy  for  
interpreting  and  connecting  design  practices.    The  next  case  study  outlined  in  
Chapter  Seven  is  a  further  iteration  of  this  process,  which  explicates  the  
development  of  a  further  exhibition  and  event,  as  a  way  of  putting  the  
constellation  into  practice.        
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Chapter	  Seven:	  Case	  Study	  Three	  –	  Make:Shift:Do	  
Dundee	  
  
  
This  case  study  outlines  the  continued  development  of  the  curatorial  strategy,  
this  time  in  the  context  of  a  national  event  –  ‘Make:Shift:Do.’    The  first  case  
study,  Design  in  Motion,  identified  the  development  of  selection  criteria  and  the  
building  of  the  narrative  frame  as  aspects  of  the  exhibition  that  required  further  
exploration,  in  order  to  consider  how  these  affect  the  communication  of  design.    
The  second  case  study,  Professional  Practice,  homed  in  on  the  details  of  the  
exhibition:  employing  prototyping  to  examine  the  relationship  between  object,  
image  and  text.    This  study  takes  a  step  outwards:  engaging  in  a  further  iteration  
of  the  prototyping  cycle  to  examine  the  role  of  juxtaposition  in  communicating  
the  different  contexts  in  which  design  now  operates.    It  also  explores  the  
different  layers  of  the  event  –  the  exhibition,  a  public  salon  and  hands-­‐on  
workshops.      
  
It  does  this  to  further  extend  understanding  of  the  constellation  as  a  flexible  
framework  for  exploring,  constructing  and  communicating  design.    As  suggested  
in  Chapter  Six,  delineating  a  constellation  involves  building  relationships  between  
multiple  elements  in  a  design  space,  as  a  way  of  understanding  the  particularity  
of  a  contingent  context.    Focusing  on  juxtaposition  in  this  study  aims  at  placing  
this  type  of  relationship  at  the  centre  of  investigation.      
  
The  chapter  introduces  the  rationale  for  focusing  on  juxtaposition  within  this  
case  study  before  briefly  describing  the  different  elements  of  the  Make:Shift:Do  
Dundee  event.    It  goes  on  to  discuss  the  connections  made  between  the  
different  parts  of  exhibition,  salon  and  workshops,  and  uses  a  particular  example  
of  one  designer  to  consider  the  challenge  of  using  objects  to  stand  in  for  complex  
practices.    Using  visualisations  to  map  design  projects,  a  further  relevance  of  the  
constellation  as  a  conceptual  tool  at  the  level  of  individual  practice  is  outlined.    A  
new  visualisation  reflects  on  the  research  approach  of  selecting,  framing  and  
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communicating  different  design  practices  using  juxtaposition.    This  visualisation  
outlines  the  constellation  as  an  approach  to  concept  development,  powered  
through  the  process  of  prototyping  the  exhibition.  
	  
Section	  1:	  Focusing	  on	  the	  design	  context	  
  
Within  this  case  study,  a  focus  on  the  design  context  intends  to  act  as  a  space  
into  which  the  other  elements  can  be  folded.    In  Chapter  Two,  I  outlined  Kees  
Dorst’s  (2008)  four  elements  that  are  arguably  required  to  describe  a  complex  
area  of  human  endeavour:  the  actors;  the  design  problem  (and  emerging  
solution);  the  design  process;  and  the  contexts  for  design  activity.    I  described  
two  levels  to  the  notion  of  the  design  context.    The  first  level  is  the  particular  
realities  and  constraints  of  the  activities  undertaken:  the  situated,  contingent  
setting  in  which  projects  are  developed.    The  second  context  refers  to  the  wider  
spaces  in  which  design  is  now  used,  such  as  public  health,  social  innovation,  or  
organisational  change.    Together  these  can  be  seen  as  different  layers  shaping  
any  particular  design  process.    By  emphasising  context  in  the  prototyping  
exercise,  the  people  involved  have  to  be  considered,  as  does  their  process  or  the  
approach  they  take  to  design,  as  well  as  the  particular  nature  of  the  problems  
being  explored  in  any  given  project.    This  brings  together  who  is  involved,  how  
they  do  it,  why  they  do  it,  when  and  in  what  situation.  
  
To  address  the  contextual  aspect  of  design,  the  main  filter  for  this  case  study  is  
the  role  of  juxtaposition.    Taken  at  different  levels,  this  seeks  to  explore  the  
potential  for  using  the  relationship  between  difference  and  proximity  to  expose  a  
level  of  complexity  in  design  activity.    Linking  this  back  to  the  notion  of  the  
constellation  developed  at  the  end  of  the  previous  chapter,  the  main  objective  is  
to  use  the  design  context  as  a  basis  for  prototyping  layers  of  juxtaposition  
(between  specific  designers,  sections,  and  across  the  event  structure),  in  order  
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build  on  the  conceptualisation  of  the  constellation  as  theory  of  design  
innovation,  and  as  a  curatorial  strategy.    
  
The  relationship  between  the  audience  and  the  development  of  the  design  
narrative  still  shapes  this  case  study,  but  has  been  explored  sufficiently  in  the  
previous  chapter.    This  chapter  extends  the  methodological  significance  of  the  
constellation.    Firstly  however,  to  set  the  scene  for  the  study,  a  brief  outline  of  
the  case  context  is  offered.  
  
Section	  2:	  Description	  of	  Make:Shift:Do	  Dundee	  
  
In  September  2014,  I  was  part  of  a  team  at  DJCAD  teaching  on  a  Level  Three  
Undergraduate  module,  ‘Critical  Making’.82    Part  of  the  aim  of  this  course  was  to  
introduce  students  to  new  technologies  and  materials,  allowing  them  to  explore  
challenging  issues  in  design  through  making,  prototyping  and  exploratory  
research.    I  conceptualised  Critical  Making  as  a  tool  for  design:  a  practical  
approach  to  questioning  the  contexts  that  surround  the  objects,  services  and  
experiences  that  are  designed  everyday.    It  was  positioned  as  a  way  of  using  
making  and  practical  exploration  to  support  designers’  critical  thinking,  and  their  
approach  to  understanding  and  interrogating  the  values  that  are  embedded  in  all  
design  projects  and  processes.  
  
                                                                                                            
82
  Critical  Making  is  a  term  coined  by  researcher  and  designer  Matt  Ratto.    He  describes  it  as:  ‘A  process  of  material  and    
conceptual  exploration  and  creation  of  novel  understandings  by  makers  themselves’  (Ratto,  2011b,  n.p.).    It  is  a  way  of  
linking  critical  thinking  to  material  engagement,  and  suggests  that  rather  than  only  being  a  linguistic  or  conceptual  
practice,  critical  thinking  is  possible  through  material  engagement.    Originating  in  the  field  of  Information  Studies,  Critical  
Making  questions  technology  and  its  place  in  society  and  culture  through  material  exploration.    Design  researcher  Carl  
DiSalvo  (2014)  has  also  been  a  proponent  of  Critical  Making,  arguing  that  prototyping,  particularly  within  participatory  
and  codesign  contexts,  is  a  way  to  explore  and  give  form  to  the  values  held  by  those  involved  in  the  design  process.    Ratto  
(Hertz,  2012;  Ratto,  2011a,  2011b;  Ratto  et  al.,  2014)  also  argues  that  Critical  Making  aims  at  changing  the  perspectives  
and  understandings  of  makers  themselves  through  the  act  of  critically  interrogating  the  world  through  making.    In  this  it  is  
different  to,  for  example,  Critical  Design,  which  may  aim  at  stimulating  discussion  beyond  the  act  of  making  –  within  
exhibition  contexts  or  online  spaces.    Critical  Making  seeks  to  interweave  the  social  and  technical  aspects  of  our  lives  and  
is  less  focussed  on  presenting  finished  objects  than  on  the  understanding  gained  through  the  process  itself.      
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At  this  time,  the  UK  Crafts  Council  had  announced  the  dates  for  their  inaugural  
biennial  conference  exploring  craft,  digital  making  and  innovation,  ‘Make:Shift’.83    
Alongside  the  London  conference,  a  festival  of  innovation  was  being  
programmed.    ‘Make:Shift:Do’  was  a  call  for  UK  makerspaces,  fablabs  and  other  
institutions  and  organisations  to  get  involved,  opening  their  doors  to  the  public  
during  the  weekend  of  21-­‐22nd  November.    The  aim  of  the  festival  programme  
was  to  encourage  wide  audiences  to  try  out  new  forms  of  making,  digital  
fabrication  and  manufacturing  technologies.  
  
DJCAD  became  satellite  venue  for  Make:Shift:Do.    For  the  doctoral  research,  
Make:Shift:Do  Dundee  (MSDD)  was  conceived  as  another  prototyping  cycle.    This  
prototyping  cycle  was  undertaken  in  order  to  work  within  a  nationally  significant  
event  promoting  design  and  craft  innovation,  as  well  as  to  continuing  
prototyping  in  relation  to  a  public  audience,  who  would  be  invited  in  to  see  and  
experience  the  approach  to  design  and  craft  education  within  Dundee  and  across  
Scotland.    Operationally,  it  also  sought  to  build  an  element  of  public  engagement  
into  the  student  module.    
  
There  were  therefore  four  aspects  to  the  development  of  the  MSDD  prototype:  
research;  project  management;  teaching;  and  public  engagement.    Although  the  
thesis  discusses  the  significance  of  the  event  in  terms  of  the  doctoral  research,  it  
should  be  noted  that  all  of  these  elements  overlap  and  affect  decision-­‐making  
processes.    Curating  is  a  practical  activity,  situated  in  a  specific  context  (in  this  
case  academic,  reaching  out  to  a  wider  public  audience).    Therefore  it  is  the  
combination  of  both  theoretical  concerns  and  practical  constraints  that  shape  
the  process  and  methodologies  employed.    
  
MSDD  sought  to  build  a  connected  narrative  of  design  and  craft  innovation  for  
an  audience,  seeking  to  open  up  the  different  approaches,  concerns  and  
                                                                                                            
83
  See  the  Crafts  Council  website  for  more  information  http://craftscouncil.org.uk/what-­‐we-­‐do/makeshift.    See  also:  
http://craftscouncil.org.uk/what-­‐we-­‐do/makeshiftdo  for  details  of  the  2015  programme,  in  which  DJCAD  also  took  part    
(Accessed:  March  3,  2016).  
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contexts  for  research,  teaching  and  learning  within  Scottish  Higher  Education  
institutions.    The  narrative  theme  for  the  exhibition,  and  the  event  as  a  whole,  
combined  the  Crafts  Council  focus  on  craft,  digital  making  and  innovation,  with  
the  ‘critical  making’  topic  of  the  undergraduate  module.    It  involved  developing:  
an  exhibition,  including  the  work  of  the  forty-­‐five  undergraduate  students  
(across  nine  group  sections)  alongside  more  established  researchers  and  
practitioners;  a  salon  event,  open  to  a  public  audience;  and  a  series  of  hands-­‐on  
public  workshops  (Figure  35).    
  
  
Figure  35:  The  Make:Shift:Do  Dundee  elements      
Each  element  of  the  event  functions  independently  but  also  becomes  connected  to  form  a  larger,  
interconnected  whole  when  experienced  together.    
  
The  researchers  and  makers  featured  in  the  exhibition  were:  Dr  Jayne  Wallace;  
Kathy  Vones;  Tog  Studio;  Dr  Graham  Pullin  and  Dr  Andrew  Cook;  Collette  
Paterson;  and  four  researchers  from  Gray’s  School  of  Art:  Libby  Curtis,  Andrea  
Peach,  Dr  Josie  Steed,  and  Simon  Ward.    The  salon  included  presentations  and  
demonstrations  by  V&A  Dundee,  Dr  Nick  Taylor,  Colette  Paterson,  Dr  Graham  
Pullin,  Dr  Lynsey  Calder,  and  Richard  Clifford  from  Glasgow’s  MAKLab.    Kathy  
Vones  (Smart  Jewellery),  Dr  Lynsey  Calder  (Smart  Textiles),  Ali  Napier  (Arduino)  
and  Robert  Jackson  (3D  Printing  and  Laser  Cutting),  hosted  the  workshops.  
  
Exhibition
WorkshopsSalon
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With  ‘critical  making’  as  a  theme  for  the  exhibition,  I  sought  to  include  
practitioners  and  researchers  whose  practice  might  be  seen  to  engage  with  
different  technologies,  but  in  a  thoughtful  or  questioning  way.    From  the  second  
case  study,  the  use  of  the  finished  pieces  of  design  had  thrown  up  the  problem  
of  relying  on  these  objects  to  reveal  the  intentions,  mindsets  and  approaches  
that  influence  the  trajectory  of  design  practice.    I  wanted  the  MSDD  exhibition  to  
focus  more  directly  on  designers  who  work  in  non-­‐traditional  contexts  (such  as  
healthcare  or  wellbeing  for  example),  in  order  to  explore  ways  of  indicating  how  
design  engages  with  complex  problems.    The  people  involved  in  the  exhibition  
were  all  designers,  makers  and  researchers  associated  with  higher  education  
institutions  across  Scotland.    When  referring  to  these  makers  and  researchers  I  
will  use  the  term  ‘designer’,  to  differentiate  their  level  of  professional  practice  
from  the  student  groups  who  were  also  part  of  the  exhibition.      
  
There  are  four  different  levels  to  the  prototyping  discussed  within  this  case  
study:  the  level  of  the  individual  designer  practices;  the  level  of  the  juxtaposition  
between  designers  in  the  exhibition;  the  level  of  juxtaposition  crossing  the  
exhibition  (between  the  designer  and  the  student  sections);  and  the  broader  
level  between  the  exhibition,  the  salon  and  the  workshops,  which  shifted  into  
different  forms  of  audience  engagement.      
  
It  should  be  noted  that  the  research  did  not  have  the  aim  of  evaluating  the  
prototypes  from  the  perspective  of  the  audience.    As  outlined  in  the  previous  
case  study,  this  research  has  taken  the  position  that  it  is  necessary  to  first  
examine  the  nature  of  design  itself,  and  how  the  changes  taking  place  require  
fresh  consideration  of  how  it  is  framed  and  communicated  through  exhibition,  
prior  to  engaging  in  audience  involvement  or  evaluation.    It  has  been  of  more  
concern  to  firstly  understand  innovation  in  a  design  context,  and  develop  a  
curatorial  strategy  to  begin  to  attend  to  this  complexity.    This  does  not  mean  that  
other  approaches  to  research  could  not  be  taken  that  involve  audiences  more  
directly  within  earlier  stages  of  prototyping,  but  simply  that  this  research  has  
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developed  a  particular  practice-­‐led  approach  that  seeks  insight  through  engaging  
in  design  inquiry.  
  
Section	  3:	  Prototyping	  the	  exhibition	  as	  part	  of	  an	  event	  
  
The  work  in  this  study  still  comes  under  the  banner  of  exploratory  prototyping.84    
This  involved  building  the  concept  for  the  exhibition  and  creating  a  
manifestation,  for  a  public  audience,  which  allowed  investigation  of  the  different  
levels  noted  above.    As  a  public  engagement  event  the  quality  of  the  installation  
and  display  overall  had  to  be  consistent  with  other  events  presented  in  the  
context  of  a  higher  education  institution.    Thus  the  ‘fidelity’  of  the  wider  
prototype-­‐as-­‐event,  needed  to  be  of  a  certain  standard.    However,  the  context  of  
learning  and  education  also  allows  for  the  presentation  of  more  experimental  
practice,  or  work-­‐in-­‐progress.    There  is  a  certain  level  of  acceptance  that  art  and  
design  colleges  encourage  exploration  and  innovation,  free  to  a  certain  extent  
from  the  direct  practical  pressures  of  industry  (whilst  using  these  as  a  tool  for  
learning).    
  
The  consideration  of  which  elements  a  prototype  is  filtering  arose  in  the  previous  
case.    This  choice  shapes  the  prototyping  exercise.    As  noted  by  Houde  and  Hill  
(1997),  knowing  what  kind  of  audience  you  are  prototyping  for  (as  one  filter)  is  at  
issue  here,  and  so  the  level  of  quality  has  to  reflect  the  level  of  public  awareness  
and  acceptance,  as  well  as  representing  the  educational,  yet  still  professional,  
attitude  of  the  institution.    
  
The	  development	  of	  selection	  criteria	  
In  the  first  case  study  (Design  in  Motion),  I  noted  that  it  is  possible  that  implicit  
values,  assumptions  and  interests  become  embedded  into  the  development  of  
                                                                                                            
84
  As  outlined  in  the  prototyping  diagram  in  Chapters  Two,  Five  and  Six.    See  Figure  4,  p.  63  for  details.  
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selection  criteria  for  the  exhibition.    For  this  case  study,  I  developed  an  approach  
to  selecting  the  designers,  based  on  the  combined  festival-­‐module  narrative  of  
innovation  through  ‘critical’  making.    As  stated  above,  one  aspect  for  this  was  my  
belief  that  the  previous  case  study  highlighted  the  need  to  focus  on  the  wider  
contexts  in  which  design  now  intervenes.    Another  aspect  was  the  target  
audience.    Here  the  educational  context  came  into  play,  in  that  as  a  public  
engagement  event  there  is  a  promotional  element  to  showcasing  the  activities  of  
the  institution,  and  sharing  the  innovative  approaches  to  design  and  craft  that  
are  encouraged  here.    For  this  exhibition,  as  it  was  also  part  of  a  national  event,  
there  was  the  desire  to  forge  new  connections  and  partnerships  with  other  
institutions,  whilst  offering  a  broader  perspective  on  craft  and  design  education  
for  the  audience.    All  of  these  elements  feed  in  to  the  development  of  selection  
criteria,  in  order  to  develop  a  narrative  of  forward-­‐thinking  design  innovation.  
  
In  addition  to  these  contextual  aspects,  there  were  a  number  of  other  criteria  for  
researching  and  selecting  potential  exhibitors.    Firstly,  relevance  to  the  exhibition  
narrative  of  making,  materials,  and  technology,  was  considered,  as  well  as  the  
wider  ways  in  which  designers  were  exploring  new  contexts  for  design  through  
engaging  in  innovative  forms  of  making.    Innovation  was  therefore  
conceptualised  broadly:  whether  materials  based  exploration,  working  with  
people  in  new  ways,  or  finding  forms  of  practice  to  explore  challenging  issues.    
Secondly,  a  spread  of  work  from  across  Scottish  art  and  design  institutions  was  
sought,  and  thirdly,  variety  in  the  disciplinary  contexts.    Finally,  the  type  of  work  
undertaken  and  its  suitability  for  the  exhibition  context  was  considered.    This  
was,  in  part,  to  achieve  variety  in  the  types  of  design  practice  displayed,  to  
maintain  a  focus  on  the  diversity  of  design,  in  a  number  of  complex  contexts.    In  
exploring  designers,  the  nature  of  their  practice  was  also  considered  in  relation  
to  being  presented  through  the  other  formats  within  the  event  as  a  whole  i.e.  
the  salon  and  the  workshops.    This  will  be  discussed  later  in  this  section.    
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To  focus  on  the  wider  contexts  of  design,  I  sought  to  include  at  least  some  
projects  that  would  not  rely  on  an  object-­‐based  display  to  tell  their  story  of  
design.    Thus  my  own  values  are  clearly  a  part  of  the  selection  criteria.    My  own  
research  focus  emphasises  innovation  across  a  variety  of  practices  and  seeks  to  
understand  what  this  is  and  how  it  can  be  revealed  within  exhibition.    Although  
these  interests  and  values  shape  the  process,  it  is  hoped  that  by  starting  from  a  
point  in  questioning  the  nature  of  innovation  from  the  outset,  and  through  the  
reflexive  nature  of  the  research,  that  the  exhibition  does  not  try  to  impose  yet  
another  set  of  notions  of  ‘good  design’  upon  the  audience.      
  
Developing  the  selection  criteria  also  draws  attention  to  the  constraints  that  
shape  the  prototyping  process.    The  exhibition  does  not  stand  alone,  developed  
as  an  independent  entity  (whether  object-­‐based,  as  in  the  museum,  or  
theoretically  focused).    It  is  part  of  a  wider  network  of  interconnected  elements.    
Prototyping  here  involves  using  this  context,  working  with  the  constraints  in  
place.    For  example,  the  interests  and  intentions  of  different  actors  within  the  
design  space  play  a  part  in  its  conceptualisation,  and  mark  the  final  result,  even  if  
they  are  not  directly  involved  in  decision-­‐making.    Some  of  the  main  actors85  
within  this  particular  case  context  could  be  outlined  as:    
  
• The  audience    
• The  teaching  and  event  development  team  and  members  of  staff  
supporting  the  installation  of  the  event    
• The  students    
• The  Crafts  Council  and  partners  in  the  wider  Make:Shift:Do  event    
• The  exhibition  designer    
• The  exhibitors  and  their  institutions    
• Each  of  the  Salon  speakers  and  their  respective  institutions  (i.e.  
Universities,  V&A  Dundee)    
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  If  we  were  also  to  include  the  ‘non-­‐human  actors’  as  might  be  the  case  in  an  approach  such  as  for  example  Actor-­‐
Network  Theory  (Kimbell,  2013,  2012,  2011;  Latour,  2009,  2007,  1987),  we  might  consider  the  impact  and  affect  of  
elements  such  as:  the  sketches  and  other  prototypes  created  to  manage  the  research  work;  the  values  guiding  the  
selection  criteria;  the  physicality  of  the  materials  and  apparatus  used  to  construct  the  exhibition;  the  nature  and  content  
of  the  films,  objects  and  texts  within  the  exhibition  and  the  objects,  samples  and  Powerpoint  presentations  used  for  the  
salon;  the  Facebook  and  Twitter  pages  that  developed  the  conversations  around  the  event.    This  is  not  an  approach  
developed  here,  but  is  noted  in  terms  of  highlighting  the  extended  possibilities  that  the  designation  of  ‘actor’  within  the  
design  space,  can  offer  in  terms  of  understanding  design.  
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• The  workshop  leaders    
• The  University  of  Dundee  marketing  department  
• The  volunteers  for  the  event  and  social  media  team    
  
If  we  were  analysing  the  exhibition  and  event  from  an  outside  perspective,  any  of  
these  elements  could  be  brought  in  to  make  sense  of  how  the  approach  was  
developed  and  what  the  significance  of  the  network  of  actors  might  be  in  terms  
of  the  continued  development  of  particular  narratives  of  design.    Here  it  is  
outlined  to  give  a  sense  of  how  the  curator/researcher  must  work  actively  within  
a  network  of  both  practical  and  conceptual  constraints.    These  constraints  
appear  to  be  aspects  that  impact  the  design  space,  as  well  as  being  actively  
created  and  managed  by  the  researcher.    
  
Selecting	  objects	  or	  selecting	  practices	  
The  three  event  strands  of  MSDD  sought  to  involve  the  audience  in  different  
ways  with  the  concept  of  innovation  within  design  and  craft  education.    Selection  
criteria  for  each  event  element  thus  related  to  suitability  for  display  in  an  
exhibition  format,  as  part  of  a  talk  and  demonstration,  or  through  getting  ‘hands  
on’  in  a  workshop  setting.    This  meant  focusing  on  the  nature  of  the  design  
practice,  rather  than  only  on  the  ‘object’  or  outcome.    The  type  of  audience  
engagement  was  also  a  concern,  and  how  the  qualities  of  the  work  could  be  
exposed  for  the  audience.      
  
In  considering  the  possibilities  for  exhibition,  the  availability  of  ‘objects’  that  
would  withstand  the  exhibition  environment  had  to  be  taken  into  consideration.    
Not  every  design  practice  relating  to  the  broad  exhibition  theme  has  material  
that  is  immediately  obvious  as  something  to  display  or  include  in  an  exhibition.    
In  considering  the  exposure  of  practice  through  a  spoken  and  visual  
presentation,  for  example,  the  complexity  of  the  context  of  practice  could  
perhaps  be  brought  in  to  a  greater  extent.    The  act  of  the  designer  talking  
through  their  intent,  mindset  and  approach,  coupled  with  the  possibility  of  
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providing  material  and  visual  examples,  and  the  opportunity  to  ask  questions,  
creates  a  different  type  of  audience  experience.    Figure  36  below  indicates  how  
the  different  elements  of  the  exhibition,  salon  and  workshops  were  developed  to  
overlap  and  shed  light  upon  each  other.      
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Figure  36:  Connections  across  the  Make:Shift:Do  Dundee  event    
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A  pertinent  example  that  serves  to  indicate  both  the  development  of  
connections  across  the  three  strands,  and  the  challenge  of  the  object-­‐based,  
visual  focus  within  exhibition  is  the  inclusion  of  Dr  Lynsey  Calder  (Figure  36,  
bottom  centre).    Calder  is  a  textile  designer  and  researcher  who  has  utilised  
digital  technologies  within  her  work.    Previous  research  had  resulted  in  an  
artefact  that  could  arguably  have  been  displayed  within  the  exhibition.    This  was  
a  ‘smart  costume’:  a  prototype  Tutu  made  from  panels  of  fabric  printed  with  
thermochromic,  photochromic  and  fluorescent  ‘pigments’,  which  could  be  
activated  to  change  colour  using  an  Arduino  computing  platform  connected  to  
copper  circuitry,  and  a  UV  light  source.86    This  working  prototype,  which  brought  
together  traditional  textile  techniques  with  new  materials  and  technologies,  
through  collaborative  making  and  experimentation,  was  a  prime  candidate  for  
inclusion  within  the  exhibition.    However,  the  ‘smart  materials’  had  begun  to  
degrade,  and  certain  sections  of  the  prototype  were  no  longer  functioning,  due  
to  damage  in  the  circuitry.    This  arguably  lessens  its  status  as  a  functioning  
‘object’  that  can  reveal  its  functional  and  material  nature.    However,  it  does  not  
affect  its  potential  as  an  interesting  research  prototype:  a  stage  in  a  design  
research  process  leading  to  many  interesting  discoveries  to  be  explored  through  
other  work  and  iterations.      
  
In  this  instance,  Calder  was  invited  to  present  her  research  within  the  salon  
event  rather  than  displaying  a  semi-­‐working  (slightly  unreliable)  prototype  as  an  
object  within  the  exhibition,  subject  to  an  arguably  limiting  aesthetic  evaluation  
and  lacking  any  responsive  properties  (which  would  have  to  be  described  within  
a  textual  accompaniment).    Here  she  could  demonstrate  the  functions  of  the  
Tutu,  its  construction,  and  how  the  different  materials  and  technologies  came  
together  with  the  aims  and  objectives  of  her  collaborative,  interdisciplinary  
research  as  a  whole.    During  the  event  she  also  brought  samples  of  materials,  
fabrics  and  other  prototypes  to  pass  into  the  audience,  so  that  they  might  be  
                                                                                                            
86
  Thermochromic  materials  change  colour  in  response  to  heat.    Photochromic  materials  change  colour  in  response  to  
light.    An  Arduino  is  a  low-­‐cost,  open-­‐source  electronics  platform,  which  can  sense  its  environment,  and  be  programmed  
using  specific  software  to  affect  change  in  that  environment.    
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able  to  gain  a  more  tactile  understanding  of  her  work.    This  created  a  different  
type  of  engagement  in  her  design  practice.    The  themes  of  her  work  were  
reflected  against  the  other  types  of  work  presented  within  the  Salon,  and  the  
work  of  the  exhibition  (seen  by  the  audience  during  registration).    Calder  also  ran  
an  afternoon  workshop  exploring  the  use  of  colour-­‐changing  smart  materials  
within  textiles,  and  so  those  people  that  saw  her  presentation  in  the  salon,  could  
participate  in  the  workshop  to  experience  the  use  of  the  materials  directly.    Thus  
in  Figure  36  above  she  is  positioned  across  the  salon  and  workshop  areas,  to  
demonstrate  the  connections  that  were  created.      
  
As  this  doctoral  research  has  primarily  focused  on  the  method  of  exhibition,  and  
the  development  of  narratives  within  this  particular  curatorial  approach,  
discussing  the  connections  across  the  salon  and  workshop  may  seem  like  a  
departure.    The  example  of  Calder’s  work  above  does  give  the  sense  that  the  
exhibition  may  not  always  be  the  most  appropriate  format  for  presenting  design  
as  a  process  of  innovation.    Within  the  museum  context,  full  programmes  
(including  talks,  demonstrations,  events)  are  commonly  created  around  
exhibitions,  in  order  to  extend  the  possibilities  for  learning  and  engagement  that  
may  not  be  provided  through  an  exhibition  experience  alone.    Trying  to  stick  
rigidly  to  the  exhibition  regardless  of  suitability  is  not  the  aim  here.    However,  as  
the  exhibition  will  continue  to  be  a  method  used  in  the  communication  and  
exploration  of  design  narratives,  particularly  in  the  museum  context,  then  it  is  
necessary  to  continue  to  examine  how  those  narratives  are  constructed,  and  
what  might  need  to  be  changed  in  considering  the  communication  of  design  as  a  
process  of  innovation.    The  process  of  researching  and  discussing  design  
practices,  with  practitioners,  and  bringing  these  together  with  the  intention  of  
public  communication  forces  the  exhibition-­‐maker  into  a  consideration  of  how  
best  to  expand  and  share  the  innovation  at  the  heart  of  the  practice.      
  
In  considering  Calder’s  research  for  an  exhibition,  although  the  ‘object’  (the  
prototype  Tutu)  is  visually  striking  and  appealing,  it  needs  some  level  of  
explanatory  support  in  order  to  reveal  the  nature  of  the  innovation  within  the  
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process  of  its  creation.    If  the  concept  of  innovation  is  a  central  concern  for  the  
museum  to  share  with  audiences,  then  in  the  case  of  this  smart  textiles  practice,  
although  the  Tutu  manifests  the  process,  it  also  conceals  it  in  the  material  form.    
In  some  ways,  if  the  aim  is  to  reveal  how  and  why  this  work  has  been  
undertaken,  the  Tutu  itself  is  a  distraction:  it  is  the  potential  of  the  interactive,  
responsive  behaviour  of  textiles  that  the  Tutu  embodies  that  is  sought,  rather  
than  the  form  of  the  Tutu  itself.      
  
Framed  as  a  prototype,  manifesting  a  stage  in  a  wider  process,  it  can  be  allowed  
to  stand  in  for  some  of  the  action  and  reflection  undertaken.    Framed  as  an  
‘object’  or  outcome,  it  is  given  the  responsibility  of  communicating  everything,  
from  the  aim  of  the  project  to  its  assumed  end  point.    This  is  too  much  
responsibility  for  it  to  bear.    Perhaps,  in  seeking  to  communicate  Calder’s  intent  
and  that  of  her  colleagues  involved  in  the  smart  textiles  project,  their  mindsets,  
the  values  in  play  and  the  approach  taken,  as  well  as  the  context  in  which  the  
design  research  is  undertaken  (and  to  which  it  aims  at  contributing),  it  would  be  
better  to  visually  explode  and  expose  the  process.    Arguably,  time  should  be  
spent  analysing  and  mapping  the  different  elements,  and  exploring  a  suitable  
visual/  material/  immaterial/  digital/  textual/  verbal/  sonic/  performative  basis  
that  might  evoke,  present  or  reveal  different  stages  of  that  process.      
  
That  said,  many  exhibition  projects,  and  this  doctoral  research  included,  have  a  
limited  practical  and  temporal  frame  in  which  to  develop  suitable  platforms  for  
communication.    The  nature  of  the  Tutu  as  a  prototype  and  an  embodiment  of  
design-­‐led  research,  was  brought  in  to  the  MSDD  event  in  a  more  simple  way:  
through  visual  and  verbal  presentation.    This  was  a  practical  compromise,  but  the  
act  of  connecting  the  narrative  theme  through  juxtaposing  the  different  
approaches  of  the  salon,  exhibition  and  event,  offers  food  for  thought  in  the  
continued  consideration  of  using  the  exhibition  to  reveal  the  process  of  design-­‐
led  innovation.  
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Throughout  the  prototyping  process  of  this  case  study,  the  thematic  and  
conceptual  relationships  between  the  exhibition,  salon  and  workshops  shifted  
and  changed.    Highlighting  the  connections  in  Figure  36  above  is  intended  to  
underline  the  complex  nature  of  the  design  space,  and  the  explicit  and  implicit  
ways  in  which  the  curatorial  endeavour  is  shaped  and  affected.    Some  decisions  
within  the  development  of  the  event  are  led  by  the  theoretical  framework  
behind  the  theme  and  my  personal  preference  as  the  researcher/curator;  some  
are  led  by  the  budget  and  the  availability  and  nature  of  construction  materials;  
some  are  led  by  the  availability  and  willingness  of  participating  exhibitors  and  
speakers;  some  are  led  by  the  needs  of  the  institution  to  forge  relationships;  
some  are  led  by  the  target  audience  and  assumptions  about  how  they  might  
respond  to  what  is  being  offered.    Each  element  shapes  the  prototyping  exercise  
across  the  individual  layers,  and  as  a  whole.  
  
Figure  36  indicates  the  connections  that  were  constructed  between  the  different  
elements  of  the  event.    Not  all  audience  members  would  necessarily  experience  
each  element,  as  it  was  possible  to  attend  each  part  in  isolation.    However,  as  a  
constellation  of  people,  practices,  products,  ideas  and  experiences,  it  shows  the  
curatorial  endeavour  as  the  gathering  of  elements  to  sit  together,  seeking  to  
make  connections,  whilst  simultaneously  making  the  most  of  the  differences  
between  practices  even  within  a  particular  thematic  choice.        
  
Juxtaposition  within  the  conceptual  frame  becomes  important  here.    By  mapping  
how  the  parts  of  these  elements  (exhibition,  salon  and  workshops)  sit  side  by  
side,  and  how  design  practices  traverse  the  boundaries  between  each  of  these  
places,  we  see  the  extent  to  which  these  connections  enhance  understanding  of  
each  part,  and  of  the  whole  when  taken  together.    This  relates  to  the  
development  of  the  constellation  outlined  in  Chapter  Six.    This  active  gathering  
together  and  examination  of  concepts  and  practices  juxtaposes  their  possible  
relations  and  meanings.    Although  the  visualisation  above  can  be  seen  as  a  
descriptive  account  of  the  final  connections  within  the  event  structure,  it  can  
also  be  seen  as  a  manifestation  of  how  juxtaposition  works  at  different  levels,  as  
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part  of  a  curatorial  strategy:  the  development  of  the  constellation  as  an  
approach  to  delineating  a  particular  narrative,  through  multiple  connected,  yet  
distinctive  elements.  
  
The  following  section  will  briefly  outline  in  more  detail  how  juxtaposition  was  
used  within  the  exhibition  itself  to  bring  together  individual  practices  with  the  
wider  contexts  for  design.    The  different  levels  of  prototyping  indicate  the  
methodological  approach  of  moving  between  the  part  and  the  whole  of  the  
design  space  to  allow  deeper  understanding  to  emerge.  
	  
Analysing	  design	  practices:	  juxtaposition	  of	  design	  contexts	  at	  a	  practitioner	  
level	  	  
  
Section  1  of  this  chapter  noted  the  different  layers  of  design  context  to  consider,  
when  seeking  to  understand  design  as  a  human  activity:  the  first  specific  context  
of  the  ‘project’  and  the  second  wider  context,  referring  to  where  design  now  
intervenes,  such  as  in  health  and  wellbeing  or  life-­‐sciences  research.    Together  
these  can  be  seen  as  different  layers  of  the  design  space.    When  connected  to  
the  four  perspectives  on  the  design  process  (intent,  mindset,  approach  and  focus  
in  time)  outlined  by  Sanders  and  Stappers  (2014),  it  is  possible  to  create  a  visual  
tool  which  can  support  the  mapping  and  investigation  of  particular  design  
practices.    The  visualisation  first  outlined  in  Chapter  Two  is  now  re-­‐introduced  
here  and  expanded  (Figures  37-­‐39)  as  a  way  of  considering  how  to  understand,  
and  then  evoke,  the  contextual  significance  of  design  practice.  
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Figure  37:  (Replica  of  Figure  5,  Chapter  Two,  p.  66)  The  basis  of  a  
visualisation  tool  for  interrogating  individual  design  practices    
  
  
For  this  case  study,  this  visualisation  was  prototyped  as  
a  tool  for  analysing  the  practices  of  those  designers  
being  explored  for  inclusion  the  exhibition.    The  
elements  of  intent,  mindset,  approach,  and  focus  in  
time  are  placed  around  the  design  space  as  a  way  of  
seeking  to  understand  the  personal  and  research  
orientations  that  drive  the  practice  in  question.      
(WHY)
(HOW)
(WHAT/HOW) (WHEN)
Intent/
purpose
Approach
Mindest Focus in time
experience, entertainment, service, 
innovation, transformation, sustainability, 
provocation, wellbeing, engagement, 
potential, enjoyment...
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Figure  38:  Inclusion  of  the  audience  in  the  visualisation  tool  
  
  
The  element  of  audience  is  also  brought  in  –  bisecting  
the  visualisation  –  to  consider  how  participants,  
stakeholders  or  audiences  may  be  conceptualised  as  
part  of  a  particular  design  space.    
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Figure  39:  A  constellation  map  for  Dr  Jayne  
Wallace      
  
  
One  of  the  researchers  invited  to  
have  her  practice  included  within  
the  exhibition  was  Dr  Jayne  
Wallace,  a  jewellery  designer  by  
training,  now  working  with  digital  
technologies  and  bringing  craft  and  
design  research  to  contexts  
involving  issues  of  health,  wellbeing  
and  social  isolation.    After  
conversations  with  the  researcher  
and  time  spent  researching  her  
various  interdisciplinary  projects,  
this  visualisation  was  developed.  
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The  map  in  Figure  39  is  a  manifestation  of  the  constellation  of  digital  jeweller  Dr  
Jayne  Wallace’s  practice,  particularly  in  relation  to  a  specific  research  project:  
‘Personhood’.87    Concepts  that  feature  within  her  work,  alongside  the  methods  
she  uses,  her  personal  values,  her  design  approach  and  mindset  are  brought  
together  with  the  wider  contexts  in  which  her  research  sits  (jewellery  design,  
interaction  design,  craft  research,  health,  wellbeing  and  social  isolation).    A  
particular  exemplification  of  a  research  project  therefore  reflects  the  wider  
contexts  and  approaches  within  her  practice.    Featuring  a  particular  project  is  a  
common  approach  within  exhibitions,  but  may  often  mask  the  complexity  of  the  
design  context  from  which  it  has  arisen.    The  development  of  the  constellation  
aims  at  acknowledging  the  multiple  contexts  and  qualities  of  a  practice,  when  
developing  the  exhibition.    Individual  constellations  can  then  be  brought  
together  to  develop  connections  across  the  exhibition.  
  
Wallace’s  contribution  to  the  exhibition  was  a  film  produced  as  part  of  an  
interdisciplinary  research  project.88    This  project  worked  with  Gillian,  a  woman  
living  with  early  stage  dementia,  her  husband  John,  and  extended  family  
members.    The  research  sought  to  understand  the  experience  of  dementia,  both  
for  the  person  with  the  condition,  and  the  wider  family  members.    A  number  of  
digital,  interactive  jewellery  objects  had  been  co-­‐created  as  part  of  this  project,  
which  aimed  at  storing  memories,  thus  becoming  collective  spaces  for  evoking  
those  shared  memories  within  the  family,  at  other  times.    Through  this  approach,  
a  deeper  understanding  of  the  concept  of  ‘personhood’  itself,  in  relation  to  
particular  experiences,  was  developed.    In  terms  of  examining  the  contexts  for  
design,  in  this  example  the  first  context  being  explored  within  the  exhibition  was  
the  aim,  approach,  and  people  involved  in  the  Personhood  project.    The  second  
was  a  wider  consideration  of  the  role  that  craft  and  design  research  can  play  in  
the  context  of  health  and  wellbeing.    
  
                                                                                                            
87
  See  Appendix  D  for  images  of  other  constellation  maps  developed  for  two  other  designers:  Kathy  Vones  and  Collette  
Paterson.  
88
  A  documentary  film  had  been  made  by  one  of  Wallace’s  co-­‐researchers,  David  Green,  and  was  available  to  view  on  
Wallace’s  Vimeo  website.    Vimeo  is  a  social  media  application  where  users  can  upload  videos.    Wallace’s  Vimeo  page  can  
be  seen  at  https://vimeo.com/19431560  (Accessed:  30  December  2015).  
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For  the  MSDD  exhibition,  I  did  not  want  to  place  too  strong  an  emphasis  on  the  
interactive  objects  that  had  been  made  during  the  research  process.    Although  
the  use  of  technology  and  the  making  of  objects  was  central  to  the  approach  of  
the  project,  there  were  two  aspects  I  thought  would  depart  from  its  central  core:  
the  tendency  for  the  object  to  become  the  most  important  thing  on  display,  
shouldering  the  responsibility  for  presenting  the  entire  design  journey;  and  the  
nature  of  these  objects  as  personal  artefacts,  which  belong  to  a  family  whose  
personal  lives  may  have  changed  a  great  deal  from  the  circumstances  of  the  
research  project  (having  begun  several  years  prior).      
  
For  me,  the  element  of  co-­‐design  and  the  central  importance  of  Gillian  and  her  
family  in  the  project,  were  of  more  relevance  in  discussing  the  design  approach  
than  the  objects  that  were  produced  (although  of  course  within  the  Personhood  
project  itself  these  were  central  facilitators  of  the  interactions  between  Wallace,  
Gillian  and  her  family).    Therefore  I  discussed  with  Wallace  if  we  could  exhibit  
one  of  the  films  produced.    These  show  the  interactions  between  the  family  and  
how  memory  and  personhood  were  the  central  phenomena  explored  in  the  
study    -­‐  through  making  digitally  interactive  objects.      
  
Photos  of  some  of  the  objects  were  then  exhibited  in  photographs  next  to  the  
film,  to  offer  a  ‘still’,  visual  indication  of  the  project.    In  selecting  the  images,  I  felt  
that  it  was  important  to  emphasise  the  personal  nature  of  the  design  space  
being  explored  within  Wallace’s  research:  to  show  that  these  objects  were  part  
of  someone’s  life,  that  they  had  a  purpose  and  a  connection.    Therefore  I  chose  
an  image  of  Gillian  holding  one  of  the  objects:  a  piece  of  fabric  from  an  old  dress,  
transformed  into  a  digital  sensor  which  would  activate  sound  recordings  when  
placed  in  a  specially  made  wooden  box  (Figure  40).    
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Figure  40:  Wallace’s  installation  within  the  exhibition.    Film  and  Images  by  David  Green.    Image:  
Saskia  Coulson.  
  
I  also  developed  a  text  panel,  utilising  quotations  from  research  papers  co-­‐
authored  by  Wallace  (for  example  Marshall  et  al.,  2014;  Thieme  et  al.,  2014;  
Wallace  et  al.,  2013),  as  well  as  other  information  gathered  through  my  
discussion  with  her,  and  from  her  other  research.  
  
The  intention  overall  was  for  the  people  at  the  heart  of  the  research  to  be  
brought  to  the  foreground,  with  the  objects  playing  a  supporting  role.    The  text  
from  the  exhibition  is  included  below:  89      
  
Jayne  Wallace  
Personhood  
Film:  5:00  
  
“Gillian’s  eyes  widened  and  lit  up  immediately  as  she  recognised  the  fabrics  as  pieces  
from  her  old  dresses….  We  spent  quite  a  while  pulling  pieces  of  fabric  from  the  bag  and  
listening  to  Gillian’s  recollections  of  the  holidays  where  she  had  worn  the  dresses,  the  
music  they  reminded  her  of  and  the  other  fascinating  stories  that  were  connected  to  
each  fabric…”    
  
                                                                                                            
89
  See  Appendix  E  for  all  of  the  interpretive  texts  included  for  the  designer  section  of  the  exhibition,  and  for  more  images  
of  the  exhibition  installation.      
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In  the  philosophy  of  dementia  care,  as  in  contemporary  jewellery,  the  body  is  
considered  as  a  unique  aspect  of  someone’s  identity.    Jayne’s  research  has  explored  the  
potential  of  jewellery  objects  to  bring  significant  benefit  to  people  living  with  dementia,  
in  promoting  and  maintaining  a  sense  of  self  and  personhood.      
  
Over  the  course  of  a  year,  Jayne  worked  closely  with  Gillian  and  John  as  co-­‐designers,  
exploring  their  shared  memories  and  interpreting  their  individual  experiences.    Using  
digital  technologies  in  a  subtle  way  to  record  sound,  interactive  jewellery  objects  were  
designed  to  allow  Gillian  and  her  family  to  spend  time  together,  creating  tangible  
memories  to  be  collected,  stored  and  added  to  over  time.        
  
http://www.digitaljewellery.com/jaynewallace/personhood_in_dementia.html  
Photography  and  Film:  David  Green  
  
Through  showing  a  film  which  primarily  used  the  words  of  Gillian  and  her  family,  
and  placing  emphasis  on  the  design  context,  rather  than  the  objects  produced,  
the  aim  was  to  foreground  the  extended  possibilities  of  contemporary  design  
and  craft  research.    The  presence  of  the  physical  making  process  is  reduced,  and  
the  process  of  building  relationships  with  people  is  foregrounded,  with  the  aim  
of  bringing  attention  to  the  mindset  and  intentions  behind  this  kind  of  design  
activity.90    
  
This  appears  to  be  a  different  approach  from  either  of  curator  Sarah  Cook’s  
(2004)  ‘formalist’  or  ‘contextual’  approaches  noted  in  the  previous  chapter.    
Indeed,  although  the  intention  is  to  focus  on  ‘context’  this  is  not  necessarily  the  
wider  cultural  context  or  political  sphere  that  informs  the  ‘work’  of  the  designer,  
but  the  contingent  situation  of  practice,  and  the  manner  in  which  the  research  is  
conducted.    Thus  perhaps  this  could  be  seen  as  a  ‘third’  way  which  draws  
attention  to  the  designer,  their  approach,  the  people  involved  in  practice,  the  
context  of  that  practice,  and  the  wider  problems  and  challenges  in  which  design  
now  plays  a  part.    The  ‘behaviours’  of  the  ‘work’  are  the  actions  and  interactions  
                                                                                                            
90
  In  reflecting  on  the  text  developed,  although  the  quotation  at  the  top  does  seem  to  succeed  in  setting  the  scene  for  
this  particular  approach  to  design  research,  the  following  text  is  a  bit  too  ‘academic’  in  comparison,  adapted  as  it  was  
from  some  of  Wallace’s  own  work,  and  my  interpretation  of  it.    Not  being  a  ‘subject-­‐specialist’  in  the  kind  of  work  Wallace  
undertakes,  my  curatorial  role  here  was  not  one  of  ‘expert’.    In  this  case  it  was  mediatory.    This  was  the  reason  for  
foregrounding  Wallace’s  voice,  with  a  responsibility  to  emphasise  the  co-­‐designers  in  her  work.    The  text  serves  as  a  
further  descriptive  layer,  to  add  additional  context  to  the  film  and  images  displayed.    The  contextual  focus  arguably  
neglects  to  offer  explicit  reasoning  for  why  this  type  of  design  approach  is  valuable.    This  value  has  to  be  inferred  from  the  
film  itself,  as  well  as  the  tone  and  content  of  the  text,  which  implicitly  suggests  that  the  co-­‐design  approach  taken  within  
this  project  brings  a  different  perspective  and  personal  quality  to  research  that  explores  the  experience  of  living  with  
dementia.    
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of  the  people  involved  throughout  the  research  journey,  which  is  evoked  
through  the  showing  of  the  film,  and  the  text  that  seeks  to  evoke  the  people  and  
the  process,  over  any  ‘object’.    As  with  consideration  of  Calder’s  working  
practice,  the  nature  of  the  material  to  display  affects  the  potential  reading  of  
that  practice.    In  this  case,  the  decision  to  display  a  film,  rather  than  objects  
sought  to  avoid  the  dominating  affect  that  these  can  have.  
  
A  practical  consideration  here  is  whether  showing  documentation  of  craft  and  
design  research  in  a  gallery  space  is  as  engaging  for  audiences  as  seeing  objects  
on  display.    The  tradition  is  still  to  investigate  the  object  or  the  ‘artwork’.    With  
design,  the  work  undertaken  is  most  often  produced  for  other  reasons  than  
being  shown  in  a  gallery  space.    Replacing  objects  with  films,  although  directly  
addressing  the  challenge  of  providing  more  in-­‐depth  contextual  information  and  
providing  the  reasoning  behind  design  activity,  may  not  be  as  immediately  
engaging  for  a  passing  viewer  with  limited  time.    This  exhibition  also  included:  a  
documentary  film  by  an  architectural  collective,  Tog  Studio;  a  film  containing  
interviews  with  researchers  from  Gray’s  School  of  Art;  and  a  conceptual  film  
produced  as  part  of  a  research  project  by  Dr  Graham  Pullin  and  Dr  Andrew  Cook.    
Although  each  film  is  fascinating,  perhaps  in  combination  there  is  a  potential  
problem  of  audience  fatigue  in  spending  time  with  each  one.    There  may  be  a  
limit  to  how  long  people  are  willing  to  stand  and  watch  even  short  films  within  
the  gallery  space,  which  is  (in  general)  not  designed  for  this  type  of  viewing.91      
This  concern  is  not  answered  here,  but  remains  as  a  point  of  reflection  for  future  
iterations.  
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  In  showing  the  film  from  Pullin  and  Cook,  chair-­‐prototypes  were  in  fact  provided,  both  to  indicate  a  key  approach  of  
the  research  project,  as  well  as  to  act  as  seating  for  viewing  the  film.  
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Prototyping	  juxtapositions	  across	  the	  exhibition	  
The  previous  case  study  noted  the  need  to  focus  in  more  depth  on  creating  
thematic  juxtapositions  between  exhibits.    This  is  a  way  in  which  the  exhibition  as  
a  medium  uses  relational  connections  as  a  way  of  constructing  particular  
narratives.    In  this  case,  by  placing  certain  designers  together  I  aimed  at  drawing  
attention  to  the  diversity  of  practice  and  the  use  of  design  in  different  contexts.      
  
The  exhibition  consisted  of  two  gallery  spaces,  one  on  the  ground  floor  and  one  
on  an  upper  mezzanine  level.92    The  work  of  the  student  groups  was  collected  
together  in  two  sections,  one  on  each  floor.    The  designers’  work  was  also  split  
between  the  galleries.    The  student  work  involved  displaying  research  materials,  
including:  sketches,  photographs,  research  statistics,  digital  and  physical  models  
and  prototypes,  along  with  a  short  100-­‐word  statement  concerning  the  theme  of  
their  project  and  how  it  had  been  explored  (Figure  41).    This  was  intended  to  
show  aspects  of  the  design  process:  offering  an  insight  into  the  approach  to  
design  education  at  DJCAD,  and  the  types  of  issues  being  explored  through  
design  methods.    
  
                                                                                                            
92
    See  Appendix  F  for  plans  and  outlines  of  the  gallery  spaces.      
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Figure  41:    An  example  of  the  student  section  in  the  Lower  Gallery.    
  
In  working  with  professional  designers  and  researchers  engaged  in  other  full-­‐
time  activity,  it  may  not  always  be  possible  to  procure  a  large  quantity  of  
supporting  design  material  for  an  exhibition.    Much  material  may  be  subject  to  
confidentiality,  or  be  too  fragile  or  believed  to  be  unsuitable  in  some  way  for  
public  viewing.    There  are  obviously  exceptions  and  indeed,  exhibitions  of  
architecture,  due  to  the  general  inability  to  display  the  physical  structures  in  the  
exhibition  space,  commonly  showcase  a  great  deal  of  the  design  process  
materials  (Feireiss,  2001b;  Watson,  no  date).    The  OMA/Progress  exhibition  at  
the  Barbican,  for  example,  outlined  in  Chapter  Three  (Appendix  A),  revelled  in  
showing  a  multitude  of  even  the  most  seemingly  mundane  of  office  interactions,  
in  order  to  convey  the  working  practices  of  this  architectural  firm.      
  
As  a  thematic  exhibition,  this  case  study  sought  to  draw  on  this  convention  of  
providing  process  through  material  or  other  evidence,  through  showcasing  nine  
different  student  design  projects.    It  then  placed  this  process  material  in  relation  
to  other  professional  practices  that  had  varying  degrees  of  material  presence.    
This  juxtaposition  of  process  with  ‘outcome’,  sought  to  offset  the  common  
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exhibition  focus  on  the  final  stages  of  design,  by  drawing  parallels  between  work  
across  different  design  phases,  and  indeed  across  different  phases  in  a  design  
education.    Thus  the  student  work  stood  in  for  the  earlier  phases  of  the  design  
process,  including  generative  research  and  development,  and  the  designer  work  
indicated  later  stages  of  that  process,  and  the  products  produced  as  a  result.    
That  said,  because  of  the  nature  of  the  films  chosen  to  represent  the  practices  of  
the  designers,  the  intentions  and  mindsets  behind  design  were  potentially  
revealed  to  a  greater  extent  than  might  have  been  the  case  through  objects  
alone.    
  
In  terms  of  juxtapositions  within  the  sections  dedicated  to  the  designers,  the  aim  
was  to  create  both  confluence  and  divergence  of  practice.    
  
  
Figure  42:  Part  of  the  final  exhibition  installation  in  the  Lower  Gallery.      
Kathy  Vones’  work  can  be  seen  on  the  left  of  this  image,  with  Wallace’s  on  the  right.    Vones’  
display  consisted  of  jewellery  objects,  samples,  models,  and  prototypes,  some  which  could  be  
handled  by  the  audience,  alongside  images  of  the  detailed  sections  of  her  pieces.    
  
In  the  section  including  the  work  of  Jayne  Wallace,  for  example  (Figure  42),  her  
practice  as  a  jeweller  was  connected  to  the  work  of  Kathy  Vones,  another  
jeweller,  but  one  whose  practice  involves  prototyping  with  interactive  
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technologies  and  materials,  using  digital  manufacturing  combined  with  
traditional  metalworking  as  a  way  to  push  the  boundaries  of  jewellery  design.    
Hers  is  a  materials  and  making-­‐led  process,  whereas  Wallace  focuses  more  on  
the  nature  of  the  relationships  that  can  be  facilitated  between  people,  through  
the  use  of  craft  and  design  research.      
  
In  contrast  to  these  practices,  the  work  of  Tog  Studio  was  the  final  element  in  
this  section.    Tog  is  what  can  be  termed  a  socially  responsive  architectural  
collective.    They  develop  live  construction  projects  to  support  those  involved  in  
the  field  of  architecture  to  gain  hands-­‐on  experience,  enhancing  their  knowledge  
and  expertise  through  making.    In  addition  they  have  also  worked  with  
organisations  such  as  the  Salvation  Army,  to  engage  those  supported  by  the  
organisation  in  activities  that  can  help  to  develop  both  practical  skills  and  
enhance  wellbeing.    This  human-­‐centred  approach  to  design  connects  with  the  
work  of  Wallace,  and  reflects  the  wider  uses  for  design  projects  in  social  
contexts.    
  
The  display  for  Tog  consisted  of  a  documentary  film  produced  during  the  
‘Sitooterie’  project  undertaken  with  the  Salvation  Army,  along  with  photographs  
showing  the  people  involved,  and  the  external  seating  area  that  was  constructed  
during  the  project  (Figure  43  below).      
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Figure  43:  The  final  exhibition  installation  from  the  left.  Film:  Edinburgh  Film  Company.  Exhibition  
Images:  Neil  Boyd    
The  work  of  Tog  Studio  can  be  seen  on  the  wall,  with  Vones’  display  in  the  foreground  
  
By  bringing  these  practices  together  the  aim  was  to  create  a  frame  to  show  
diversity  of  practice,  whilst  also  providing  a  basis  for  being  able  to  evaluate  the  
different  approaches  on  equal  terms.    Although  the  visual  qualities  and  
materiality  of  each  project  was  shown  through  the  films,  images  and  objects,  by  
contrasting  these  and  deliberately  emphasising  other  people  involved  in  the  
projects,  I  sought  to  pull  attention  away  from  the  ‘designer’  or  the  object,  to  the  
contexts  for  design.    The  particularity  of  each  project  combines  to  allow  a  wider  
picture  of  design  to  emerge,  a  picture  that  holds  within  it  all  of  the  different,  
contrasting  and  related  stories  of  design.      
  
Whether  this  is  the  experience  of  the  audience  viewing  the  exhibition  is  
arguable,  and  as  noted,  this  was  not  an  element  tested  with  this  prototyping  
exercise.    The  basis  for  the  evaluation  here  is  the  extent  to  which  prototyping,  
through  exhibition-­‐making,  has  contributed  to  a  greater  understanding  of  design  
as  a  process  of  innovation,  and  its  possible  conceptualisation  within  a  curatorial  
approach.      
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Focussing  on  juxtaposition  here  deliberately  brings  attention  to  the  diversity  of  
practices  possible  within  a  conception  of  design.    The  act  of  careful  selection  to  
illuminate  both  difference  and  similarity  aims  at  offering  a  glimpse  into  the  
myriad  ways  in  which  design  is  used  to  explore  concepts  and  affect  change.    For  
myself  as  a  design  researcher,  the  act  of  selecting,  framing  and  communicating  
different  design  practices  in  a  public  arena  involves  constantly  evaluating  
different  forms  of  innovation.    Prototyping  is  a  concrete  practice,  and  allows  the  
development  of  understanding,  both  about  the  design  practices  of  others,  and  
my  own  design  process  for  developing  the  exhibition  concept.    With  these  
strands  of  design  to  reflect  upon,  it  is  possible  to  use  this  as  a  basis  for  building  a  
constellation  for  framing  and  communicating  design  as  innovation.    
  
Section	  4:	  Chapter	  Summary	  –	  building	  on	  the	  constellation	  
  
This  case  study  has  sought  to  further  extend  understanding  of  the  constellation  
as  a  flexible  framework  for  exploring,  constructing  and  communicating  design.    It  
has  emphasised  the  context  for  design  activity,  focusing  on  the  role  of  
juxtaposition  for  creating  connections  that  both  make  connections  and  
illuminate  difference.    Relationships  have  therefore  been  at  the  centre  of  this  
investigation.  
  
Juxtaposition  has  been  considered  across  different  levels  of  the  exhibition:  from  
individual  relations  in  one  designer’s  practice;  to  those  across  particular  
exhibition  sections;  to  those  across  the  exhibition  as  a  whole;  to  those  across  the  
event  structure  of  the  exhibition,  salon  and  workshops.    The  nature  of  the  
practice-­‐led  case  study  methodology  is  that  it  draws  dual  insight  from  both  the  
content  explored  for  the  exhibition  and  event  (i.e.  the  nature  of  the  design  
practices  and  the  work  of  the  students),  as  well  as  the  act  of  exhibition-­‐making  
itself  as  a  reflexive  practice.      
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Through  focusing  on  the  contexts  for  design,  at  two  different  levels,  this  
prototyping  exercise  has  also  sought  to  place  associated  emphasis  on  the  other  
elements  of  design:  the  actors  involved,  the  approach  they  have  taken,  what  the  
challenges  for  design  are  and  why  they  have  been  tackled  in  a  particular  way.    
The  exhibition  as  a  medium  uses  specific  examples  of  design  practice  –  particular  
empirical  contexts  –  as  the  basis  for  building  a  constellation  for  the  narrative  of  
‘critical  making’.    This  is  only  one  possible  constellation  for  design,  one  that  is  
situated  in  the  context  of  craft  and  design  research  and  learning,  in  a  higher  
education  institution.      
  
The  individual  design  projects  of  the  designers  and  the  students  are  elements  
within  the  design  space  of  the  exhibition  (and  event).    The  approach  to  curating  
the  exhibition  here  treats  each  of  these  as  individual  aspects  to  be  explored  and  
placed  in  relation  to  one  another,  even  if  these  relations  indicate  difference  
rather  than  (or  as  well  as)  similarity.    The  wider  exhibition  narrative  is  then  made  
up  of  these  different  parts,  and  forms  a  provisional  whole,  for  the  duration  of  the  
show.    A  further  iteration  of  this  exhibition  narrative,  with  different  participants,  
would  offer  another  opportunity  to  re-­‐activate  the  potential  for  a  new  
interpretation  of  design.      
  
Through  interrogating  the  particularity  of  the  multiple  elements  in  the  design  
space,  deeper  understanding  is  developed  and  a  wider  picture  of  design  
emerges:  a  picture  that  holds  within  it  all  of  these  different,  competing,  
contrasting  and  parallel  stories  of  design.    The  visualisation  in  Figure  44  below  
indicates  this  jostling  in  the  design  space:  how  different  parts  must  be  
interrogated,  in  order  to  make  sense  of  the  specificity  of  any  individual  context.    
These  elements  are  not  simply  sitting  there  waiting  to  be  discovered:  they  are  
built  from  a  particular  point  of  view,  in  time.  
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Figure  44:  The  process  of  concept  development  through  the  lens  of  design  for  innovation  
This  visualisation  is  built  upon  seeing  the  design  process  as  the  exploration  of  a  design  space.    The  concept  being  investigated  sits  in  the  centre  of  the  ‘squiggle’  (top  left).    Several  wider  contexts  are  indicated  as  circles  around  this  
immediate  area  of  investigation.  These  potentially  impact  and  shape  the  trajectory  of  the  design  exploration.    Within  the  exploratory  phase,  the  concept  is  broken  into  several  elements  which  have  to  be  investigated  (indicated  by  the  
coloured  dots  in  the  top  left).    Each  of  these  becomes  its  own  area  of  investigation  (descending  down  the  left  hand  side).    As  each  part  is  explored,  the  insights  that  emerge  feed  back  in  to  the  overall  design  process.  The  design  process  
moves  forward,  but  with  deepened  understanding.  
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This  visualisation  is  an  interpretation  of  the  approach  to  concept  development  
that  characterises  the  exploration  of  the  design  space.    It  brings  together  the  
design  process  diagram  (developed  from  Sanders  and  Stappers,  2014),  circled  by  
the  numerous  contexts  that  may  have  an  affect  on  how  the  process  develops.    In  
the  upper  left  hand  corner  the  coloured  dots  indicate  elements  to  be  explored  
throughout  the  generative  phases  of  the  process.    Each  of  these  is  then  brought  
downwards,  indicating  that  each  of  these  elements  in  turn  must  also  be  
investigated,  in  order  to  see  them  in  new  light.    This  is  an  indication  of  how  
prototyping  ‘filters’  the  design  space:  manifesting  each  element  in  different  ways  
in  order  to  understand  from  different  perspectives.    In  this  way,  this  visualisation  
suggests  that  a  model  for  innovation  is  this  cyclical  and  iterative  process  of  
interrogation,  descending  into  the  details  of  even  the  most  familiar  concepts,  in  
order  to  interpret  these  in  different  ways,  and  envision  something  new  (cf.  
Verganti  and  Öberg,  2013).    All  of  the  interrogations  feed  back  in  to  the  wider  
design  process  and  specific  project  development,  which  itself  contiunes  into  new  
cycles  as  required  by  the  design  context  in  question.  
  
The  visualisation  in  Figure  45  below  offers  a  rough  indiciation  of  this  concept  
development  process,  by  exemplifying  the  MSDD  case  study.    The  five  points  
indicated  here  are  only  some  of  the  elements  requiring  investigation  in  this  case  
study,  and  it  is  not  intended  to  be  an  exhaustive  description  of  the  whole  
process.    The  main  point  is  that  each  element,  for  example  the  selection  and  
framing  of  designers,  or  the  connection  between  the  objects,  images  and  texts  
(each  of  which  were  a  part  of  the  development  of  the  exhibition  and  event  for  
this  case  study),  requires  its  own  cycle  of  investigation.    Each  of  the  design  
process  ‘squiggles’  suggests  that  the  process  of  investigating  each  aspect  of  the  
exhibition  is  not  linear,  that  it  takes  different  forms  of  questioning  and  
exploration.      
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Figure  45:  The  process  of  concept  development  in  the  case  study  Make:Shift:Do  Dundee  
In  this  visualisation  five  elements  are  outlined  that  required  investigation  within  the  MSDD  case  study,  for  example:  the  selection  of  the  designers  and  makers;  the  development  of  thematic  juxtaposition;  the  connections  between  object,  
image  and  text;  consideration  of  the  audience  for  the  exhibition  and  event;  and  the  framing  of  design  practice  within  the  exhibition  theme.    Each  of  these  is  further  subdivided  into  different  parts,  which  all  require  consideration  and  
reflection  when  building  the  overall  exhibition  and  event  concept.    What  this  suggests,  is  that  in  framing  and  communicating  design,  basic  parts  have  to  be  explored  and  questioned,  before  building  back  up  into  a  new  (provisional)  whole.  
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This  filtering  of  the  design  space  can  be  seen  as  a  detailed  level  of  concept  
exploration.    Prototyping  is  the  overall  approach,  and  each  of  these  filtered  
aspects  may  be  manifested  in  ways  that  are  most  appropriate  to  the  context  in  
question.    For  example,  the  constellation  maps  outlined  in  Section  3  of  this  
chapter  were  developed  as  a  way  of  ‘getting  to  know’  the  designer  practices  for  
the  exhibition,  situated  within  the  wider  contexts  of  their  practice.    The  
development  of  selection  criteria  and  comparative  object  lists,  were  also  built  
and  reflected  upon  in  a  manner  similar  to  the  Design  in  Motion  case  study.    
When  brought  together  as  a  whole  process,  we  can  see  how  prototyping  powers  
the  breaking  apart  of  the  design  space  in  order  to  develop  new  insight.    This  
insight  can  then  be  taken  forward,  and  brought  together  to  develop  the  overall  
concept,  made  up  of  this  multitude  of  different  parts.  
  
Together  with  the  consideration  of  the  constellation  as  a  curatorial  strategy  for  
tackling  the  complexity  of  contemporary  design  practice,  outlined  in  Chapter  Six,  
this  chapter  sees  the  constellation  developed  as  a  visual  articulation  of  the  
process  of  concept  development.    This  is  arguably  one  way  of  considering  how  
design  practice  can  support  and  drive  innovation.    These  two  main  insights,  
developed  through  the  reflexive  cycles  of  practice-­‐led  research,  are  positioned  as  
this  thesis’  contribution  to  knowledge.    The  next  chapter  is  the  final  part  of  the  
thesis,  and  will  situate  this  contribution  in  the  wider  context  of  the  research  as  a  
whole.    
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Chapter	  8:	  The	  constellation	  -­‐	  a	  curatorial	  strategy	  
and	  an	  articulation	  of	  concept	  development	  through	  
design	  
	  
  
This  chapter  begins  with  a  brief  summary  of  the  context  and  aims  of  the  
research,  the  guiding  research  question  and  the  methodological  approach  taken.    
With  reference  to  the  visualisations  developed  throughout  the  thesis,  it  outlines  
the  two  main  contributions  of  the  research:  the  development  of  a  curatorial  
strategy  and  a  visual  articulation  of  how  design  contributes  to  innovation  
through  concept  development.    Finally  the  chapter  closes  by  considering  possible  
questions  regarding  the  research  approach,  as  well  as  suggesting  avenues  for  
future  work.  
  
Section	  1:	  Summary	  of	  the	  research	  aims	  and	  approach	  
	  
This  thesis  investigates  the  framing,  mediation,  and  communication  of  design  
innovation,  particularly  in  relation  to  the  museum  context  and  the  method  of  
temporary  exhibition.    It  argues  that  because  design  is  increasingly  seen  as  a  
strategy  for  exploring,  reframing  and  solving  complex  problems,  then  it  is  
necessary  to  re-­‐examine  the  stories  that  are  commonly  told  of  design,  
particularly  within  the  traditional  object-­‐based  paradigm  of  the  museum.    
  
The  research  starts  from  the  premise  that  there  is  still  work  to  be  done  in  
understanding  the  nature  of  design’s  relationship  with  innovation,  as  well  as  in  
understanding  the  nature  of  curatorial  practice  in  framing  and  communicating  
design.    If  change  is  needed,  then  it  is  first  necessary  to  understand  the  terms  of  
that  change,  in  order  to  develop  a  firmer  basis  from  which  to  propose  new  
concepts.    This  means  that  there  are  two  intertwined  aims  throughout  the  
research:  investigating  the  nature  of  design  as  innovation,  and  investigating  
curatorial  practice  (in  relation  to  museum  environments).    
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Examining  design  and  innovation,  Chapter  Two  of  the  thesis  exposes  the  
multifaceted  nature  of  both  of  these  concepts.    It  utilises  four  aspects  of  design  
activity  (Dorst,  2008)  in  order  to  map  the  transformation  evident  in  how  design  is  
perceived  and  employed:  the  number  of  actors  involved,  their  roles,  and  
involvement  at  earliest  stages  of  the  design  process;  the  contexts  that  impact  the  
development  of  design  ideas,  across  two  levels;  the  ill-­‐defined  nature  of  the  
problems  being  examined,  as  well  as  the  ‘critical’  approaches  taken  in  some  
quarters;  and  the  methodologies,  and  methods  of  the  design  process.    In  
particular  the  chapter  highlights  the  material  and  practical  nature  of  designing,  
as  a  way  of  thinking  through  ill-­‐defined  problems,  and  emphasises  how  the  
method  of  prototyping  has  been  elevated  to  a  strategy  for  innovation.    
Prototyping  is  introduced  as  a  particular  way  of  exploring  the  design  space:  a  way  
in  which  design,  as  a  material  and  social  activity,  oriented  by  different  intentions,  
mindsets,  approaches,  and  temporal  frames,  can  support  the  development  of  
new  ideas  and  insight.    
  
Chapter  Two  also  reveals  the  economic  origins  of  the  term  innovation,  and  
focuses  on  its  significance  when  framed  as  a  process.    The  increasing  need  to  
tackle  large-­‐scale,  ill-­‐defined  problems  is  suggested  as  one  reason  that  
innovation  is  now  given  such  extensive  focus  across  social,  cultural,  economic  
and  ecological  contexts.    Yet  it  is  the  values  and  perspectives  brought  to  these  
contexts  that  shape  how  innovation  is  conceptualised.    The  varying  positions  on  
design’s  role  in  innovation  reveal  the  necessity  for  the  doctoral  research  to  
further  explore  the  concept  of  design  as  an  innovation  process.    
  
Chapter  Three  introduces  the  context  of  the  museum,  and  focuses  on  the  activity  
of  curating  as  a  central  concept  in  this  domain.    The  shifting  prerogatives  of  the  
museum  towards  visitor  experience  are  noted,  with  learning  and  engagement  
outlined  as  a  central  part  of  the  museum  service.    In  addition,  the  chapter  
outlines  the  growth  of  the  curatorial  field,  particularly  in  the  context  of  
contemporary  art  practice.    The  conversation  on  design  specificities  is  lacking  
however,  and  so  work  is  required  to  build  understanding  for  design  in  this  area.    
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The  shifting  nature  of  design  practice  doubles  this  challenge,  by  requiring  a  
discourse  on  its  changing  state  to  be  folded  in  to  a  consideration  of  how  it  is  then  
explored,  framed,  and  communicated  within  the  museum  context  (and  beyond).  
  
The  chapter  also  introduces  the  exhibition  as  a  communicative  tool,  and  part  of  
the  museum  offering  in  terms  of  sites  of  learning  and  engagement.    The  
perspectival  nature  of  the  exhibition  as  a  cultural  artefact  makes  it  a  useful  site  
to  examine  the  contemporary  narratives  being  constructed  for  design,  
particularly  in  high-­‐profile  museum  venues  with  a  wide  cultural  influence  and  
reach.    The  chapter  concludes  that  the  object-­‐based  approach  of  the  museum  
exhibition  struggles  to  reveal  the  different  aspects  of  design,  and  often  focuses  
on  the  ‘success  narratives’  of  individual  designers  and  products,  over  the  
methodological  significance  and  value  of  design.    In  the  museum,  design  treads  a  
difficult  path  between  a  perceived  need  to  retain  a  traditional  focus  on  the  
visual,  material  and  formal  aspects  of  the  object,  and  the  development  of  
understanding  relating  to  the  immaterial  practices  associated  with  the  process  of  
design  and  development.  
  
Having  reviewed  and  laid  out  some  of  the  challenges  of  this  interdisciplinary  
terrain,  the  overall  research  question  emerges:  
  
How  can  the  method  of  exhibition  be  used  to  support  the  development  
of  new  conceptual  frameworks  for  interpreting  and  communicating  
contemporary  design,  in  the  context  of  museum  environments  –  thereby  
extending  the  potential  for  more  people  to  understand  and  engage  with  
the  transformational  potential  of  design?      
  
This  question  is  exploratory:  it  does  not  presume  one  answer,  but  initiates  an  
inquiry.    It  also  hints  at  a  methodological  approach:  using  the  method  of  
exhibition  as  a  means  of  exploration.      
  
Chapter  Four  considers  the  development  of  a  practice-­‐led  approach  to  research,  
finding  resonance  in  a  hermeneutic  perspective.    Hermeneutics  sees  humans  as  
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meaning-­‐making  beings,  situated  within  and  affected  by  a  meaningful  world  
(Heidegger  1962).    It  is  a  way  of  seeing  and  ‘being-­‐in-­‐the-­‐world’,  and  as  creative  
researcher  Barbara  Bolt  (2011,  2007)  has  noted,  hermeneutics  supports  practical  
engagement  as  a  way  of  making  sense  of  the  world  through  ‘handling’  or  
‘material  engagement’.    It  posits  that  we  cannot  completely  separate  action  and  
meaning  from  the  context  in  which  it  was  produced.    It  also  takes  the  dialectical  
movement  between  reflection  on  the  parts  of  a  situation,  and  the  whole  -­‐  known  
as  the  hermeneutic  circle  or  spiral  -­‐  as  a  core  principle.    It  suggests  that  we  learn  
through  cycles  of  interpretation,  which  draws  our  existing  understanding  into  
connection  with  the  practical  situation,  developing  new  understanding  as  a  result  
of  that  interaction  (Alvesson  and  Sköldberg,  2009).      
  
Thus  in  a  research  process  that  seeks  to  interrogate  concepts  associated  with  the  
framing  and  communication  of  design  within  exhibition,  the  thesis  makes  the  
case  for  engaging  in  the  practice  being  interrogated.    Temporary  exhibition  
becomes  a  central  site  for  concept  development.    Within  design  research,  there  
is  the  necessity  to  travel  to  where  insight  can  be  most  usefully  found,  with  the  
journey  itself  providing  opportunities  to  reflect  and  guide  the  research.      The  
practice-­‐led  approach  builds  upon  direct  observation  of  exhibitions  in  the  field  
(as  outlined  in  Chapter  Three  and  Appendix  A).    It  then  adopts  exhibition-­‐making  
as  a  means  to  build  understanding  from  the  point  of  experience.    To  reflect  on  
this  process,  the  research  is  framed  and  analysed  through  the  lens  of  
prototyping.    Prototyping  becomes  both  a  method  and  a  frame  for  exploring  a  
flexible  curatorial  strategy  for  communicating  design  innovation.      
  
The  empirical  research  is  outlined  in  the  thesis  through  three  practice-­‐led  case  
studies.    These  are  iterative  rather  than  comparative,  using  prototyping  to  
further  extend  understanding  of  the  phenomenon.    There  are  two  levels  to  each  
case  study.    On  one  level,  each  is  a  practical  investigation  into  the  process  of  
curating  design.    This  is  a  means  of  interrogating  aspects  of  exhibition  practice  
for  design  through  examining  the  content  and  method  of  the  case  settings:  
reflecting  on  the  construction  of  design  narratives  from  within  the  practice  itself.    
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It  seeks  to  interrogate  the  manner  in  which  exhibition-­‐making  generates  
meaning.      
  
On  another  level,  by  framing  and  analysing  the  research  itself  as  a  process  of  
design,  each  case  is  a  methodological  study  of  the  design  for  innovation  process.    
This  means  that  the  concrete  context  of  each  case  (i.e.  the  research  and  
development  of  each  exhibition)  becomes  the  material  upon  which  to  reflect  and  
build  a  theoretical  understanding  of  the  design  process.    As  researcher,  I  situate  
myself  within  the  practical  action  of  each  case  study.    As  the  research  
progresses,  this  experience  offers  a  basis  for  cycle  of  reflection  on  the  basic  
design  process  model,  adapted  and  expanded  from  Sanders  and  Stappers  (2014).    
This  expanded  model  has  become  a  way  of  understanding  how  design  can  
contribute  to  innovation.      
  
Craft  researcher  Nithikul  Nimkulrat  (2012)  has  noted  that  practice-­‐based  
research  can  operate  in  a  different  direction  from  more  traditional  social  
scientific  work.    By  this  she  echoes  Graeme  Sullivan  (2009)  who  describes  this  
type  of  work  as  starting  from  a  position  in  the  ‘unknown’,  moving  towards  
understanding,  rather  than  confirming  (or  refuting)  preconceived  hypotheses.    
The  more  this  research  has  explored  the  case  contexts  and  engaged  in  practice,  
the  more  that  understanding  has  emerged  from  the  relationship  between  the  
practice  and  theoretical  reflection.    This  an  exemplification  of  how  hermeneutic  
‘preunderstanding’  –  the  understanding  we  have  from  prior  experience  –  is  
transformed  into  new  understanding  through  a  handling  of  the  research  
situation.  
  
In  Chapter  Five,  the  first  case  study  outlines  work  undertaken  in  the  context  of  
the  industry  sponsor.    It  uses  an  object-­‐based  approach  to  curating  as  the  basis  
for  developing  understanding  of  the  challenges  facing  the  communication  of  
contemporary  design  practice  through  the  exhibition.    The  study  draws  attention  
to  the  relation  between  traditional  museum  subject  specialism  and  the  
interdisciplinary  nature  and  breadth  of  some  contemporary  design  activity.    This  
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shift  in  disciplinary  silos  demands  an  approach  that  can  move  across  areas,  to  
bring  out  significance  from  different  contexts  and  actions.    This  therefore  also  
impacts  how  things  are  selected  for  exhibition.      
  
The  curatorial  selection  process  involves  the  development  of  criteria  and  
evaluative  frameworks,  whether  explicitly  stated  or  implicit.    The  need  to  build  
and  then  implement  evaluative  frameworks  for  new  interdisciplinary  contexts  of  
design  highlights  a  need  to  examine  the  values  and  assumptions  that  are  already  
held,  and  to  see  whether  these  remain  appropriate  for  the  types  of  design  
practice  operating  today.    The  shift  that  took  place  during  the  Design  in  Motion  
case  study,  from  framing  ‘objects’  to  exploring  ‘projects’,  acknowledges  the  
ongoing  nature  and  situated  activity  of  particular  examples  of  design  practice,  
even  if  the  object  still  has  to  do  the  work  of  communicating  this  process.    The  
role  of  written  ‘interpretation’  also  arises  in  this  case.    Along  with  the  object,  the  
textual  or  other  visual  accompaniment  within  the  exhibition  plays  the  role  of  
evoking  the  significance  within  a  particular  exhibition  narrative.    The  opportunity  
to  ‘seriously  play’  (Schrage,  2000)  with  the  exhibition  interpretation  during  the  
first  case  study  led  to  the  decision  to  explore  this  relationship  in  more  depth  in  
the  second  study.        
  
The  first  study  also  highlights  the  contextual  factors  that  impact  the  
development  of  any  curatorial  project,  particularly  in  the  organisational  domain.    
Here,  many  different  values  and  agendas  come  into  play.    Visualisation  is  used  to  
map  the  design  process  of  the  research  and  the  project,  as  well  as  the  many  
contexts  that  impact  the  exploration  of  this  design  space.    Figure  26  from  
Chapter  Five  (p.  224)  is  shown  again  in  Figure  46  below.    It  pulls  together  the  
layers  that  make  up  the  complex  context  of  even  a  small  exhibition  project  such  
as  Design  in  Motion.    It  reveals  the  interconnected  and  juxtaposed  relationships  
of  these  contexts,  and  how  these  filter  through  and  impact  different  parts  and  
stages  of  the  process  of  developing  the  exhibition.  
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Figure  46:  (Replica  of  Figure  26,  Chapter  Five,  p.  224)  Different  layers  and  aspects  of  the  Design  in  
Motion  project    
  
For  this  research,  visualisation  has  not  only  helped  to  bring  ideas  out  into  the  
world,  and  to  refine  these  through  alternative  ways  of  seeing,  it  has  also  been  a  
way  of  ‘making  sense’  of  design  (Krippendorff,  2006):  a  way  of  visually  
connecting  different  experiences  within  the  case  context  to  theoretical  
development.    The  physicality  of  practice  was  translated  first  visually,  and  then  
into  words,  over  time  in  cycles:  a  way  of  bringing  understanding  to  a  complex  
design  space.    Each  aspect  of  action,  visualisation,  and  theoretical  reflection  
filters  into  and  reflects  upon  the  others,  integrating  and  creating  a  form  of  
research  that  cannot  be  said  to  rely  on  any  one  of  these  elements  or  activities  
alone.    Praxical  research  then,  in  a  hermeneutic  vein,  allows  the  research  to  
progress  forward  in  understanding.      
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The  articulation  of  the  constellation  as  a  core  ‘concept’  for  the  thesis  is  
developed  through  the  continuous  cyclical  reflection  between  all  aspects  of  the  
research.    Engaging  in  each  of  the  practical  case  studies  has  served  to  deepen  
understanding  of  the  elements  involved  in  this  particular  design  space.    
However,  in  order  to  make  clear  the  two  main  contributions  of  the  thesis  for  the  
reader,  insights  from  the  second  and  third  studies  are  each  linked  to  one  
contribution  below.    
  
It  should  be  underlined  that  the  constellation  does  not  take  one  form.    Theodor  
Adorno  deliberately  employed  ‘constellations’  of  concepts,  rather  than  a  singular  
concept,  to  try  and  get  closer  to  understanding  the  particular  nature  of  things  in  
the  world.    Single  concepts  are  limiting,  and  whilst  multiple  concepts  still  place  
limits,  they  point  to  the  more  complex  nature  of  phenomena.    For  this  thesis,  
although  termed  and  discussed  as  ‘the  constellation’,  as  a  theoretical  construct  it  
has  this  plural  nature.    It  is  not  represented  by  any  one  of  the  visualisations  
individually.    Each  is  part  of  a  connected  series,  which  simultaneously  illuminate  
individual  aspects  of  the  research,  whilst  accumulating  as  part  of  the  whole.    
Each  individual  visualisation  is  also  an  iteration,  which  can  and  should  be  
changed  and  adapted,  in  relation  to  the  phenomenon  under  investigation  and  
the  contexts  of  practice  that  are  investigated  for  design.      
  
Section	  2:	  The	  first	  contribution	  to	  knowledge	  -­‐	  articulating	  a	  curatorial	  
strategy	  
  
The  second  case  study  –  Professional  Practice  –  focuses  on  the  development  of  
an  exhibition  narrative,  for  a  particular  audience,  through  examining  the  object-­‐
image-­‐text  relationship  of  the  exhibition.    This  treats  the  exhibition  as  a  resource  
for  the  audience:  a  way  to  engage  in  learning  about  design  education  in  a  visual,  
textual,  spatial,  and  temporal  way.    
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This  case  study  is  framed  as  a  phase  of  exploratory  prototyping:  an  approach  to  
concept  development  within  a  wider  design  process.    The  exhibition  can  be  seen  
as  an  exercise  in  creating  connections  to  promote  reflection  and  the  potential  for  
new  interpretations.    Through  the  use  of  visualisation,  the  research  maps  the  
relations  developed  and  reflected  on  throughout  the  study.    Figure  34,  first  
shown  in  Chapter  Six  (p.  262)  is  repeated  below  at  Figure  47.  
  
The  concept  of  the  constellation  is  developed  through  moving  back  and  forth  
between  the  practical  engagement  in  the  case  study,  consideration  of  the  
theoretical  literature  on  design  and  prototyping,  along  with  engagement  in  the  
work  of  Theodor  Adorno  (Adorno,  1974,  1973;  Buck-­‐Morss  1977;  Stone,  2008).    
In  addition,  the  relational,  contingent  nature  of  design  practice  is  revealed,  and  
the  act  of  prototyping  made  visible  as  a  way  of  homing  in  on  the  different  
elements  or  concepts  within  the  design  space,  fleshing  these  out  to  build  an  
interpretive  framework.      
  
The  concrete  circumstances  of  the  case  context  are  used  as  the  ‘particularity’  on  
which  to  build  theoretical  understanding.    Although  tied  to  this  specific  case  
study,  the  constellation  in  Figure  47  below  offers  the  research  a  way  to  reflect  
upon  design  as  a  process  of  innovation.    It  indicates  exhibition-­‐making  as  a  
method  of  prototyping  which  filters  the  design  space.      It  maps  different  
elements  that  require  consideration  and  attention  when  seeking  to  understand  
the  complexity  of  design  activity  in  relation  to  the  elements  of  people,  context,  
problem  and  process.    Through  manifesting  the  exhibition,  each  of  these  
elements  are  brought  together,  and  visualised  as  part  of  curatorial  strategy.  
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Figure  47:  (Replica  of  Figure  34,  Chapter  Six,  p.  262)  The  design  space  as  a  constellation      
  
What  the  constellation  represents  is  the  active  gathering  together  and  
examination  of  concepts,  and  the  consideration  of  possible  relations  and  
meanings.    It  acknowledges  the  need  to  take  time  in  considering  the  particularity  
of  the  design  space  being  constructed.    
	  
Figure  48  below  is  an  iteration  of  the  constellation  that  brings  together  the  
notion  of  the  exploration  of  the  design  space,  but  visualises  this  across  the  whole  
of  a  design  process.    Utilising  the  process  model  elaborated  in  Chapters  Two  and  
Four  (developed  from  Sanders  and  Stappers,  2014),  the  visualisation  indicates  a  
synthesis  of  the  practice-­‐led  research  with  theoretical  reflection  from  the  design  
literature.  
  
This  visualisation  is  a  culmination  of  the  exploration  of  the  research  overall.    It  
brings  together  insight  into  the  design  process  (Sanders,  2013;  Sanders  and  
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Stappers,  2014,  2008),  with  Dorst’s  (2008)  four  aspects  of  design  as  a  complex  
endeavour,  Chris  Heape’s  (2007)  concept  of  the  exploration  and  construction  of  
the  design  space,  Lim  et  al.’s  (2008)  notion  of  prototyping  as  a  filtering  and  
manifestation  of  the  design  space,  and  well  as  Richard  Buchanan’s  (1998,  1995a)  
four  orders  of  design.    This  visualisation  spreads  the  contexts  that  influence  
design  across  the  length  of  the  design  process.    This  positioning  aims  at  
suggesting  that  the  contextual  influences  change  as  the  process  progresses.    The  
specificities  of  a  particular  design  process  are  also  noted.    This  encourages  an  
investigation  of  particularity  when  curating  design.  
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Figure  48:  The  curatorial  strategy  as  an  exploration  of  the  design  space  
  
The  strategy  uses  the  design  process  as  a  framework  for  investigating  and  understanding  innovation  within  design  practice.    It  brings  together  a  number  of  different  elements  that  can  be  considered  when  trying  to  explore,  frame  and  communicate  
particular  examples  and  contexts  of  design  practice.    It  directs  attention  to  the  different  phases  of  the  design  process,  indicated  along  the  top  of  the  visualisation.    The  ‘worldviews’  of  those  involved  in  the  process  (left),  that  shape  the  start  of  any  
project,  can  be  mapped,  and  brought  together  with  the  various  organisational,  political,  social  or  cultural  contexts.    The  ‘squiggle’  indicates  the  exploratory  phase  of  design,  where  different  design  ideas  and  concepts  are  expanded  and  investigated.    
Within  this  phase,  design  may  be  used  in  different  ways:  for  communication;  for  constructing  and  making  things;  for  interacting  with  people  and  forming  relationships;  using  objects  and  images  to  ‘craft  interactions’  (Schrage,  2013).    In  any  
particular  design  space,  the  intent,  mindset,  approach  and  focus  in  time  of  the  designers  and  team  can  impact  the  trajectory  of  the  project,  and  may  be  integral  to  understanding  the  purpose  and  practice  of  design.    The  strategy  also  considers  the  
product  or  outcome  of  the  design  process,  bringing  this  together  with  the  wealth  of  new  insight  that  is  developed  through  the  project  and  process  as  a  whole.    All  of  these  elements  together  comprise  the  constellation  as  a  curatorial  strategy,  
which  is  also  iterative,  and  open  to  change.      
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To  make  it  clearer  how  this  amounts  to  a  curatorial  strategy,  the  constellation  
(Figure  49)  and  explanation  below  is  offered,  based  on  considering  the  
development  of  an  exhibition  exploring  the  subject  of  ‘Smart  Textiles’.    This  
subject  featured  in  all  three  case  studies,  and  the  discussion  below  is  a  
hypothetical  consideration  of  how  this  might  be  explored  using  the  constellation.    
In  this  way,  this  acts  as  a  final  prototype  for  the  research.    
  
Smart  Textiles  is  an  emerging  area  of  practice.    It  combines  traditional  textile  
techniques  with  smart  materials,  and  computational  technologies.    It  is  by  
definition  a  hybrid  research  area  (Black,  2007,  p.  5).    Throughout  this  research,  I  
have  followed  the  work  of  smart  textile  practitioner-­‐researchers  Dr  Sara  
Robertson  and  Sarah  Taylor.    Their  project,  ‘Digital  Lace’  was  included  as  part  of  
the  Design  in  Motion  exhibition,  and  Roberston’s  work  was  included  in  the  
second  case  study.      
  
In  considering  how  to  frame  and  present  the  work  of  practitioners  such  as  
Robertson  and  Taylor,  it  is  important  to  consider  the  aims  and  intentions  behind  
their  work,  both  as  individuals  and  in  collaboration.    The  ‘worldview’  that  sits  at  
the  start  of  the  visualisation  in  Figure  49  below  draws  attention  to  the  need  to  
investigate  the  values,  beliefs  and  previous  experience  and  expertise  which  
collaborators  bring  to  their  current  work.  
  
Based  within  academia,  their  research  has  developed  in  parallel,  and  Digital  Lace  
was  a  first  opportunity  to  collaborate  on  a  practical  research  project.    Academic  
contexts  and  different  organisations  that  support  their  work  are  thus  noted  as  an  
influencing  factor.    
  
Both  researchers  bring  a  materials-­‐led  focus  to  their  research:  Robertson  in  the  
area  of  colour-­‐changing  smart  materials  and  their  application  to  textiles;  Taylor  
in  the  use  of  optical  fibres  and  the  exploration  of  light  within  cloth.    This  
approach  to  research  is  noted,  along  with  the  intent  and  mindset  that  supports  
this.    Here  the  intent  might  be  to  push  the  boundaries  of  the  textiles  disciplines  
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within  which  they  work,  and  the  mindset  might  be  to  use  a  materials-­‐based  
practice,  in  order  to  explore  the  possibilities  for  innovation.      
  
Utilising  digital  technologies  within  their  work,  they  regularly  work  with  other  
people  to  support  the  technical  development  required  in  combining  smart  
materials,  textiles  and  electronics  to  ignite  responsive  changes.    Thus  the  people  
or  actors  involved  within  any  specific  project,  such  as  Digital  Lace  (including  
individuals,  organisations  or  inter-­‐disciplinary  projects),  should  be  brought  in  to  
expand  the  horizon  of  design.    This  enriches  understanding  of  the  wider  contexts  
in  which  the  design  process  overall  is  undertaken.    
  
The  contexts  for  the  practice  also  extend  past  the  direct  situations  for  the  
research,  to  the  wider  considerations  of  Smart  Textiles  as  an  emerging  space  for  
design  opportunity.    Many  other  practitioners  and  companies  are  currently  
involved  within  and  connected  to  the  international  network  developing  this  
interdisciplinary  field.    For  an  exhibition,  the  materials-­‐based  explorations  of  two  
practitioners  in  the  development  of  a  responsive  textile  surface  may  seem  
esoteric  as  an  individual  example  of  practice.    Yet  there  are  wider  questions  at  
stake  for  exposing  this  specific  example  of  design  as  innovation:  What  are  the  
wider  implications  of  the  exploration  of  materials  for  new  textile  surfaces?    What  
are  the  broader  contexts  that  work  like  this  might  address?    Where  else  might  it  
lead  and  why  is  this  significant  in  the  worlds  of  design  and  beyond?    
  
The  constellation  below  is  proposed  as  a  way  of  ‘following’  design  practices  (cf.  
Cook,  2008),  whilst  seeking  to  attend  to  the  broader  contexts  and  processes  
involved.    The  design  process  indicates  the  different  iterations,  explorations,  
people,  materials,  objects,  partnerships,  relationships,  contexts  and  forms  of  
practice  involved  throughout  even  one  design  project.    The  significance  of  
exploring  in  this  area  extends  beyond  the  project  itself  and  the  constellation  
above,  although  focusing  on  one  design  process,  suggests  the  need  to  take  a  
wider  view.    The  shifts  in  the  ‘worldview’  at  the  right  hand  side  of  the  image  
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indicates  the  need  to  consider  how  thinking  has  changed  throughout  the  design  
process,  and  seeks  to  look  beyond  and  one  project,  to  practice  as  a  whole.    
  
The  exhibition  of  the  Digital  Lace  prototype  in  the  Design  in  Motion  exhibition  
was  not  the  end  of  the  Digital  Lace  project,  but  only  one  stage.    This  ‘object’  is  
only  one  small  part  of  a  much  longer  design  journey  –  the  exploration  of  an  
expanded  collaborative  design  space.    It  would  be  necessary  to  spend  time  with  
the  designers  to  consider  the  complexity  of  the  constellation  before  coming  to  
any  decision  on  how  to  begin  to  develop  appropriate  communicative  approaches  
for  engaging  others  beyond  the  immediate  circle  of  design.  
  
  
  
322  
  
  
  
  
  
Figure  49:  A  hypothetical  prototype  for  Smart  Textiles  using  the  constellation  as  a  curatorial  strategy    
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The  aim  of  considering  the  hypothetical  example  above  is  intended  to  support  
thinking  about  the  many  elements  which  need  to  be  considered  in  
conceptualising  a  whole  practice  –  a  whole  design  space  –  rather  than  the  
significance  of  just  one  project.    The  curatorial  strategy  that  this  constellation  
represents  could  potentially  form  the  basis  for  a  co-­‐design  tool,  supporting  the  
discussion  and  exploration  of  practice  with  designers,  and  those  others  who  
design.93      Figure  50  below  refines  the  visualisation  slightly,  acknowledging  the  
interaction  of  the  design  ‘outcome’  (or  product)  in  the  world,  and  offering  two  
levels  to  the  ‘design  space’  –  one  at  the  more  direct  level  of  a  design  project,  and  
one  taking  a  more  ‘macro’  view  of  a  practice  and  process  as  a  whole.    This  is  only  
one  small  step  in  its  iteration  however,  and  it  stands  ready  to  be  prototyped  
again.  
                                                                                                            
93
  It  is  acknowledged  that  this  visualization  remains  at  the  level  of  a  theoretical  contribution,  and  remains  to  be  tested  in  
practice.    It  may  well  require  further  revision  and  adaptation  if  working  with  varied  design  practices,  such  as  co-­‐design  or  
participatory  forms  of  social  innovation,  for  example.    Adaptation  and  change  of  the  visualization  is  desirable,  as  at  the  
heart  of  the  constellation  is  a  desire  to  explore  and  expose  the  particularity  of  any  specific  context  of  practice.    
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Figure  50:  A  further  iteration  of  the  constellation  visualisation  as  a  curatorial  strategy  
The  design  space  is  given  two  levels:  a  ‘project  level’  involving  the  particularities  of  any  specific  design  exploration;  and  a  broader  level,  taking  into  account  the  nature  of  the  wider  design  process  itself  as  the  exploration  of  a  design  space.    The  
wider  impact  of  the  design  outcome  or  product  is  also  considered,  as  it  may  be  necessary  to  consider  how  this  changes  when  used  by  people  in  their  everyday  lives  (depending  on  the  ‘thing’  in  question).    The  constellation  is  a  malleable  approach  
to  assembling  and  evaluating  the  many  different  elements  that  converge  in  the  specific  context  of  design  under  consideration  –  moving  between  specific  details  and  wider  contexts  to  gain  a  particular  perspective  on  design  as  innovation.  
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Section	  3:	  The	  second	  contribution	  to	  knowledge	  -­‐	  an	  articulation	  of	  
concept	  development	  through	  design	  
  
In  Chapter  Seven,  the  final  case  study  (Make:Shift:Do  Dundee)  focuses  on  
communicating  the  wider  contexts  of  design,  through  filtering  the  element  of  
juxtaposition.    This  draws  focus  back  out  to  the  contexts  for  design  –  and  moves  
from  a  different  part-­‐whole  relationship  to  that  of  the  second  study.    The  
concept  of  the  constellation  is  employed  as  a  tool  for  the  research,  examining  
and  mapping  individual  design  practices,  based  on  conversation  and  research  
into  the  designers  themselves  (see  Figures  37-­‐39  above,  pp.  287-­‐289).    Specific  
projects  are  placed  in  relation  to  the  wider  values  and  activities  of  the  designers,  
the  networks  and  contexts  they  act  in,  as  well  as  the  past,  present  and  future  
aims  of  their  research  and  development.    This  method  of  visualisation  
contributes  to  the  further  development  of  the  concept  of  the  constellation  as  
outlined  above.  
  
For  this  case  study,  the  juxtapositions  across  elements  of  exhibition,  event  and  
workshops  are  also  considered,  and  reflexive  analysis  of  the  nature  of  the  
research  process  itself  comes  back  into  play.    The  final  constellation  first  shown  
in  Chapter  Seven  (Figure  51  below)  is  built  from  analysis  of  the  individual  design  
practices  featured  within  the  MSDD  event,  as  well  as  reflecting  on  the  research  
process  itself  as  a  process  of  concept  development.  
  
Figure  51  indicates  an  interpretation  of  how  prototyping  is  used  for  concept  
development.    This  visualisation  has  been  informed  through  reflecting  on  
concept  development  through  each  of  the  case  studies,  through  interaction  with  
the  industry  sponsor,  and  the  theoretical  reflection  connected  with  the  
literature.    In  Chapter  Seven  it  was  related  to  the  specific  case  context  of  MSDD.    
Here  we  can  consider  the  wider  research  approach  as  a  whole.    
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        Figure  51:  (Replica  of  Figure  44,  Chapter  Seven,  p.  302)  The  constellation:  a  process  of  concept  development  through  the  lens  of  design  as  innovation  
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In  this  thesis,  the  concept  being  developed  is  the  framing  and  communication  of  
design  as  innovation  –  thus  ‘design’  and  ‘innovation’  are  concepts  that  require  
attention,  as  well  as  the  concept  of  ‘curating’  which  comprises  the  framing  and  
communicative  functions.94    The  visualisation  indicates  how  each  element  of  
interest  within  a  design  space  must  be  filtered  out  and  explored  separately,  in  
different  ways,  in  order  to  understand  potential  alternative  meanings  and  
significances.    This  supports  innovation  through  the  development  of  new  
understanding.      
  
Design  researcher  Marcus  Jahnke  (2013)  has  suggested  that  design  supports  
people  in  (re)considering  the  meaning  they  attribute  to  things,  behaviours  and  
practices.    It  facilitates  a  playful  space  in  which  people  can  open  up  thinking  
through  different  creative  methods.    He  brings  a  hermeneutic  lens  to  design  as  
innovation,  placing  revelation  of  meaning  at  the  centre.    By  extending  this  
perspective  through  the  constellation,  design  can  arguably  be  seen  as  
encouraging  thinking  in  terms  of  complex  constellations  of  meaning.    This  is  in  
part  what  the  constellation  visualisation  represents:  the  design  exploration  
through  putting  concepts  to  work,  actively  questioning  and  interrogating  
meaning  and  significance.    This  is  done  through  design  acts  such  as  making  and  
manifestation.    The  thesis  terms  this  whole  activity  prototyping,  and  places  it  in  
the  exploratory  phases  of  design,  where  new  insight  is  needed  to  innovate.    The  
whole  process  is  directed  towards  innovation,  and  it  is  directly  connected  to  the  
need  to  consider  alternative  perspectives.  
  
If  we  position  design  as  a  tool  for  facilitating  constellation-­‐based  thinking  –  then  
we  give  it  the  power  to  open  up  objects,  concepts,  and  ways  of  being  in  the  
world,  with  a  view  to  deliberately  re-­‐thinking  these,  changing  them  for  the  
better.    This  is  why  using  the  constellation  as  a  way  of  thinking  may  be  useful  for  
thinking  about,  and  conceptualising,  design  for  innovation.    Design  brings  making  
                                                                                                            
94
  It  is  acknowledged  that  communication  itself  is  a  much  more  complex  concept  than  is  explored  here.    The  issue  of  
communication  as  a  transmission  of  information,  versus  a  conversational  mode  of  interaction  is  something  most  
definitely  at  stake  within  the  museum  context.    For  this  research  however  it  has  been  necessary  to  limit  the  exploration  to  
the  development  of  the  exhibition,  choosing  to  explore  the  elements  of  the  traditional  concept  of  exhibition  from  the  
ground  up.      
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and  practical  thinking  into  the  constellation.    Thinking  through  making,  through  
visualising,  through  playing  in  new  spaces,  through  opening  up  locked  spaces  –  
allows  thinking  to  take  place  on  different  planes,  and  allows  the  constellation  to  
work  to  encourage  movement  and  new  understanding.    
	  
Section	  4:	  Further	  contributions	  
  
This  thesis  also  makes  an  original  contribution  on  a  methodological  level  by  
extending  the  practice  and  discourse  of  prototyping  to  the  method  of  exhibition,  
framing  it  as  a  strategy  for  innovation  in  design  research.    Although  the  
exhibition  is  regularly  explored  both  in  practice  and  in  theory  as  a  site  for  
research  within  museological  and  curatorial  contexts  (Basu  and  Macdonald,  
2007;  Beghetto,  2014;  Bernabei  et  al.,  2015;  Clark,  2004;  Dean,  1996;  Forrest,  
2015;  Hazan,  2006;  Hennes,  2010;  Horta,  1992;  Latour  and  Weibel,  2005;  Levy-­‐
Aldema,  2011;  Lin,  2002;  Mauranen,  2012;  Muller,  2008;  Niedderer  et  al.,  2006;  
Pekarik  et  al.,  2014;  Rust  and  Robertson,  2003;  Smithsonian  Institution,  2002;  
Weibel  and  Latour,  2007),  it  is  not  commonly  discussed  as  a  method  for  design  
research.    In  her  work  exploring  Human  Computer  Interaction  methods  for  
curatorial  practice,  Elizabeth  Muller  (2008;  Muller  et  al.,  2006)  noted  the  benefit  
of  prototyping  as  a  way  of  extending  research  into  the  exhibition  space,  as  an  
active  tool  for  curators  and  artists.    This  research  weaves  together  a  discussion  of  
exhibition  as  a  prototyping  methodology  in  a  different  way,  and  indicates  its  
value  for  reflexive  practice  that  complements  Muller’s  discussion.    It  offers  a  new  
perspective  for  the  discourse  of  prototyping  and  for  extending  the  potential  
significance  for  the  exhibition  as  a  method  of  research.  
  
Outlining  the  hermeneutic  perspective  and  approach  taken  here,  and  connecting  
this  with  prototyping  and  exhibition-­‐making  also  adds  to  the  discussion  on  
practice-­‐led  research  within  art  and  design.    Following  particularly  from  the  work  
of  Barbara  Bolt  (2007),  this  research  extends  her  discussion  into  the  realm  of  
design  research.    Artistic  research  approaches  feature  more  predominantly  in  
   329  
the  literature  on  practice-­‐led  research  (e.g.  Barrett  and  Bolt,  2007;  Bolt,  2007;  
Carter,  2004;  Hannula  et  al.,  2005;  Nelson,  2013;  Sullivan,  2010).    Although  
design  practice  is  discussed,  it  currently  receives  less  consideration.    This  is  also  
the  case  for  curatorial  practice,  although  this  too  is  changing.    This  thesis  pulls  
the  focus  directly  to  design  research  territory,  whilst  also  connecting  with  the  
nascent  discourse  in  relation  to  curatorial  practice  for  design  particularly  as  it  
connects  to  the  museum  context  (cf.  Farrelly  and  Weddell,  2016).  
  
Section	  5:	  Final	  words	  and	  future	  paths	  
  
As  noted  throughout  this  thesis,  the  research  perspective  of  hermeneutics  takes  
the  position  that  as  beings-­‐in-­‐the-­‐world,  we  come  to  interpret  through  direct  
engagement,  with  theory  arising  from  practice.    My  experience  as  a  design  
practitioner  has  influenced  this  approach,  and  it  is  from  my  experience,  both  
practical  and  reflective,  that  the  insights  presented  within  this  research  have  
emerged.    As  noted  in  Chapter  Four,  which  outlines  the  methodological  
orientation,  hermeneutics  places  interpretation  as  a  central  way  of  being  human,  
and  the  ability  to  take  an  ‘objective’  position  is  only  possible  because  of  prior  
interpretation  of  what  it  means  to  be  ‘objective’.    Thus  this  research  makes  no  
claims  for  objectivity  or  general  validity,  but  through  a  practice-­‐led  case  study  
approach,  considers  insights  to  be  potentially  transferable  to  other  contexts.  
  
The  importance  of  context  to  both  basic  human  understanding  and  to  this  
research  is  evident  throughout,  particularly  with  reference  to  examining  design  
activity.    Both  the  hermeneutic  perspective  and  the  work  of  Theodor  Adorno  
position  the  contingency  of  experience  as  central  for  interpretation,  partial  and  
temporally  located  as  this  is.    This  thesis  takes  the  position  that  in  order  to  
explore,  frame,  mediate  and  communicate  design  –  particularly  if  we  are  seeking  
to  do  this  in  relation  to  the  process  of  innovation  across  many  contexts  –  then  
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admitting  to,  embracing  and  using  this  contingency  is  a  central  aspect  of  moving  
forward  and  expanding  our  repertoire.      
  
However,  this  research  remains  in  an  exploratory  phase,  and  so  has  not  tested  
the  concept  of  the  constellation  thoroughly  through  further  fieldwork.    It  is  a  
theoretical  contribution  at  this  stage,  and  would  benefit  from  being  developed  
through  practical  experimentation,  ideally  connected  to  the  museum  context.      
Future  research  could  work  with  designers  or  organisations  to  develop  the  
constellation  as  approach  for  curating  design,  with  innovation  as  a  theme  pulled  
to  the  forefront.    As  the  constellation  is  currently  a  prototype,  further  work  
would  explore  its  potential  for  exposing  innovation.      
  
Audience  evaluation  of  the  exhibitions  developed  in  the  case  studies  has  not  
been  an  element  of  this  research.    The  primary  reason  for  this  is  the  belief  that  
design,  and  the  framing  process,  require  deep  consideration  before  engaging  in  
outside  evaluation.    The  concept  of  design,  as  it  is  developed  differently  for  
temporary  exhibitions,  is  neither  fixed  nor  certain.    Understanding  design  as  a  
process  of  innovation  is  itself  also  not  straightforward,  as  recent  research  
suggests  (Cautela  et  al.,  2014;  Jahnke,  2013,  2012;  Johansson-­‐Sköldberg  et  al.,  
2013;  Manzini,  2014;  Verganti,  2009).    Considering  ‘the  audience’  as  a  more  
distanced  position  has  been  strategic  for  this  study,  in  that  it  has  been  of  more  
concern  to  understand  and  develop  narratives  that  attend  to  the  complexities  of  
design  innovation,  than  to  try  and  involve  a  specific  audience  more  directly.    
Thus  this  thesis  has  directed  its  attention  to  the  concepts  that  underlie  the  
development  of  the  exhibition  first,  before  attempting  to  work  directly  with  
audiences.    
  
The  challenge  of  disrupting  the  transmission  models  of  communication  
traditionally  found  in  the  museum  has  also  been  a  consideration  throughout  this  
research.    Some  see  the  exhibition  as  a  passive  medium  that  does  not  always  
allow  a  more  engaged  stance  on  the  part  of  those  people  who  visit  the  museum.    
Although  this  thesis  understands  the  impetus  to  develop  more  participatory  
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forms  of  engagement,  and  acknowledges  the  need  to  shift  the  terms  of  authority  
that  still  exist  in  this  area,  it  argues  that  the  exhibition  currently  remains  a  central  
tool  for  museums  in  telling  stories  and  communicating  with  audiences.    It  has  
therefore  been  necessary  to  continue  to  explore  its  qualities,  strengths  and  
weaknesses  for  this  research,  and  it  has  proved  valuable  as  a  reflexive  space  for  
design.    The  approach  developed  in  this  thesis  runs  in  parallel  with  the  need  to  
address  the  existing  narratives  for  exhibition,  which,  if  they  remain  unchallenged,  
may  serve  to  stunt  the  development  and  dissemination  of  richer  and  more  
complex  interpretations  of  design.    
  
One  aspect  noted  through  this  research  is  that  it  will  be  necessary  to  work  with  
designers,  researchers  or  companies  who  are  willing  to  expose  practice  in  all  of  
its  wrong  turns,  challenges,  difficulties,  as  well  as  successes.    It  may  be  necessary  
to  develop  relationships  with  people,  who  are  both  willing  to  expose  their  
professional  practice,  and  who  are  also  interested  in  communication  from  the  
perspective  of  learning  and  engagement.    Time  and  resources  would  therefore  
be  required  from  all  contributing  parties.    Exhibitions  may  already  take  several  
years  of  planning  and  development,  particularly  those  of  large  scale.    In  dealing  
with  contemporary  design,  basic  operational  issues  adding  to  timescale  would  
still  feature,  but  the  time  needed  to  engage  with  partners  in  exploring  the  
complexity  of  the  constellation  may  be  of  a  different  kind.    Ways  of  evaluating  
audience  engagement  would  also  be  required  to  consider  the  usefulness  of  
exposing  design  as  innovation  in  this  way,  and  whether  other  forms  of  
communication  and  engagement  might  be  better  suited  for  expanding  
understanding  beyond  the  regular  sites  of  academia  and  industry.    The  increasing  
development  of  design  labs  within  museums  such  as  the  Smithsonian  Cooper  
Hewitt,  the  MAK  Museum  in  Vienna,  and  the  existing  learning  and  innovation  
streams  within  museums  such  as  the  V&A,  V&A  Dundee  and  Design  Museum  in  
London,  point  to  sites  where  the  combination  of  academic  design  research  and  
the  museum  could  continue  to  come  together.  
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Appendices	  
Appendix	  A:	  Analysing	  exhibitions	  of	  design	  
  
Throughout  the  course  of  the  research  study,  a  variety  of  exhibitions  and  events  
have  been  visited,  predominantly  at  venues  within  the  UK.    It  is  acknowledged  
that  this  offers  a  limited  sample  of  practice  internationally.    The  limitations  of  
PhD  project  funding  restrict  extensive  travel  to  other  countries  to  experience  
exhibitions  first  hand.    From  a  hermeneutic  position  (and  with  the  narrow  
academic  discussion  of  design  curation  and  exhibition-­‐making),  first  hand  
experience  is  vital  for  gaining  a  direct  and  immediate  understanding  of  the  
exhibition  approach.    Reviewing  exhibitions  is  only  one  part  of  the  PhD,  which  
adopts  a  practice-­‐led  research  approach  to  explore  the  phenomenon  of  framing  
and  communicating  contemporary  design  in  more  depth.    
  
Although  the  research  is  connected  conceptually  with  a  museum  context  (V&A  
Dundee),  this  museum  is  not  yet  fully  established.    As  this  research  was  not  
situated  directly  within  an  existing  institution  with  a  permanent  building,  
collection  or  well-­‐established  procedures  and  protocols,  the  decision  was  made  
not  to  focus  on  the  display  of  design  collections  within  permanent  galleries.    
Coming  from  a  position  primarily  in  the  field  of  design,  rather  than  museum  
studies,  it  was  necessary  to  eliminate  aspects  that  were  peripheral  to  the  scope  
of  the  study.    As  the  research  has  in  part  been  exploring  and  making  sense  of  the  
transformation  in  design,  and  the  process  of  design  innovation  within  
contemporary  practices,  this  contemporary  perspective  was  maintained.    
Temporary  exhibitions  offer  more  opportunity  for  examining  contemporary  
themes  and  methods  of  communication:  offering  access  to  the  current  ways  in  
which  exhibitions  construct  their  narratives  of  design,  and  choose  to  
communicate  with  their  audiences.    The  contemporary  scope  of  design  activity  
also  begins  to  challenge  the  object-­‐centric  position  that  may  still  dominate  
across  the  traditional  museum  context.    If  an  institution  is  not  tied  to  interpreting  
and  reflecting  the  collection  in  contemporary  programming,  there  is  arguably  a  
degree  of  freedom  in  beginning  to  question  the  centrality  of  the  object.      
  
Exhibitions  were  chosen  for  relevance  to  the  research  subject  of  design  
innovation  although  this  was  interpreted  quite  broadly,  in  order  to  ascertain  
from  the  exhibitions  themselves  how  design  or  innovation  was  being  framed,  
rather  than  imposing  this  from  the  outset.    This  appendix  does  not  cover  in  
depth  all  of  the  exhibitions  visited,  but  will  draw  out  significant  insights  that  help  
to  frame  the  challenge  of  curating  in  a  changing  context  of  design.    
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As  noted  in  Chapter  Four,  a  hermeneutic  perspective  asks  that  the  researcher  
acknowledges  her  own  position  in  the  world  (her  preunderstanding),  and  that  
she  orients  herself  to  the  phenomenon  to  be  understood  (Addison,  1992;  
Alvesson  and  Sköldberg,  2009;  Bolt,  2011;  Koch,  1996;  Laverty,  2003).    Before  
attending  exhibitions,  it  was  necessary  to  reflect  on  existing  knowledge  and  
expectations  in  advance,  and  the  questions  that  had  driven  the  turn  to  
exhibitions  themselves  as  sources  of  contextual  significance.    In  order  to  offer  
insight  into  this  process  of  reflection  within  the  research,  sections  in  maroon  
italics  offer  a  first  person  perspective.  
	  
Prior	  to	  the	  start	  of	  the	  doctoral	  research,	  I	  could	  not	  claim	  to	  have	  
extensive	  experience	  of	  curating.	  	  Although	  often	  visiting	  museums	  and	  
art	  galleries,	  being	  based	  primarily	  in	  Scotland	  had	  limited	  my	  exposure	  
to	  large-­‐scale	  design	  exhibitions,	  at	  venues	  such	  at	  the	  V&A,	  the	  Design	  
Museum,	  the	  Barbican	  and	  other	  galleries	  around	  the	  country.95	  	  Placing	  
myself	  as	  an	  educated	  member	  of	  the	  general	  public,	  although	  perhaps	  
not	  a	  specialist	  in	  the	  areas	  of	  the	  exhibitions	  visited,	  I	  allowed	  myself	  to	  
remain	  open	  to	  interpreting	  the	  kinds	  of	  narratives	  being	  promoted	  
about	  design.	  	  I	  did	  have	  some	  expectations,	  that	  in	  going	  to	  design	  
exhibitions,	  I	  would	  encounter	  stories	  of	  the	  cultural	  significance	  of	  
particular	  designers,	  both	  historical	  and	  contemporary,	  and	  about	  
movements	  and	  significant	  periods	  in	  design,	  as	  well	  as	  particular	  
contemporary	  practices.	  	  This	  was	  indeed	  the	  case,	  and	  yet	  I	  was	  there	  to	  
look	  underneath	  these	  familiar	  strategies,	  to	  ask	  –	  How	  is	  design	  being	  
framed	  within	  this	  exhibition	  and	  how	  is	  it	  being	  achieved?	  	  What	  does	  
this	  particular	  narrative	  tell	  us	  about	  design	  as	  an	  activity?	  	  What	  does	  it	  
not	  tell	  us?	  	  
	  	  	  	  	  	  
Breaking  an  exhibition  down  into  its  constituent  parts,  considering  their  potential  
meaning  as  individual  entities,  both  alone  and  in  combination,  was  the  main  
approach  to  analysis.    An  early  analysis  framework  used  in  the  consideration  of  
exhibitions  is  given  below  (Figure  A1).    This  notes  the  requirement  to  consider  
elements  such  as  how  the  exhibition  is  being  framed  by  type,  by  subject,  and  
through  the  nature  of  the  venue  and  wider  cultural  context  within  which  it  is  
situated.    It  also  goes  on  to  consider  elements  of  audience  interaction  or  
engagement,  what  the  strategy  to  curating  appears  to  be,  as  well  as  the  core  of  
the  ‘item’  or  object-­‐text  relationship,  and  the  potential  significance  of  different  
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  I  have  also  attended  other  more  commercially  focussed  trade  shows  and  showcases.    The  trade  show  is  a  main  point  of  
reference  for  design  exhibitions,  and  Mary  Anne  Staniszewksi  (1998)  has  noted  this  particularly  with  reference  to  Alfred  
Barr’s  early  explorations  at  the  Museum  of  Modern  Art  (MoMA)  in  New  York,  combining  streams  of  design  education  and  
commerce.    Curator  Maria  Lind  (2011)  has  also  noted  Barr’s  pedagogic  approach,  where  the  educational  ‘messages’  of  
the  exhibition  are  incorporated  spatially  within  the  exhibition  design,  rather  than  always  being  a  discursive  layer  placed  
across  the  exhibition.    
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forms  of  documentation  both  within  and  accompanying  the  exhibition.    From  
considering  all  of  these  various  elements,  the  analysis  seeks  to  develop  
understanding  of  how  the  exhibition  sets  up  a  conceptual  relationship  to  design,  
and  what  significance  an  individual  exhibition  narrative  might  have  for  
communicating  design  to  audiences.    
  
  
Figure  A1:  A  first  iteration  of  a  framework  for  analysing  exhibitions  
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A  hermeneutic  position,  particularly  coming  from  a  Gadamerian96  perspective,  
places  a  great  deal  of  emphasis  on  language,  and  how  language  both  conditions  
and  limits  our  understanding  (Kinsella,  2006;  Laverty,  2003).    Attending  to  how  
language  constructs  or  positions  certain  concepts  or  meanings  becomes  a  part  of  
the  interpretation  of  exhibitions  (as  well  as  clearly  being  a  key  consideration  in  
their  development).    Exhibitions  use  many  different  types  of  languages  to  
communicate  with  visitors,  including  visual,  textual,  spatial,  sensory,  and  verbal  
(with  both  spoken  word  being  used  or  gallery  assistants  providing  additional  
‘interpretation’).  
  
Examining  the  different  visual,  textual  and  spatial  languages,  the  relationships  
between  text,  objects  and  other  elements  such  as  sound,  lighting,  exhibition  
design,  extends  the  focus  on  language  from  only  textual  interpretation,  to  a  
wider  approach  that  sees  language  as  a  multi-­‐faceted  phenomenon.      
  
To  take  a  hermeneutic  approach  to  interpretation  therefore  includes,  but  is  not  
limited  to,  the  following:  
  
• An  acknowledgment  of  existing  pre-­‐understanding,  and  an  attempt  to  
reveal  this,  so  it  can  be  brought  into  conversation  with  the  phenomenon  
under  investigation.      
• A  concern  for  looking  at  the  parts  of  the  phenomenon  in  relation  to  the  
whole  context:  this  is  necessary  at  different  levels,  such  as  elements  
(objects,  text,  images  etc.)  within  the  exhibition  itself,  and  within  the  
wider  museum  programme  (both  on-­‐  and  off-­‐line),  as  well  as  the  
institutional  position  within  the  city,  or  region.  
• A  recognition  that  this  interpretation  is  contingent  –  that  I  am  situated  in  
time  and  place  and  that  as  my  research  develops,  so  too  will  the  depth  of  
my  understanding.  
• A  concern  for  how  different  ‘languages’  structure  and  affect  
understanding  and  experience:  this  includes  visual,  textual,  verbal  and  
sensory.    
• A  questioning  approach,  that  spends  time  posing  questions  at  different  
levels  of  the  phenomenon  –  such  as  individual  exhibition  elements,  and  
their  significance.    Different  ‘answers’  should  be  allowed  to  emerge,  and  
used  to  deepen  understanding,  rather  than  to  reach  a  fixed  view  of  the  
phenomenon.  
  
	  
                                                                                                            
96
  From  the  work  of  Hans  Georg  Gadamer  (e.g.  Gadamer,  2004).    
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Through	  the	  interpretation	  of	  different	  exhibitions	  within	  the	  first	  year	  of	  
research,	  the	  importance	  of	  exhibition	  design	  was	  made	  paramount.	  	  For	  
those	  involved	  within	  the	  museum	  sector,	  particularly	  those	  working	  on	  
large-­‐scale	  exhibitions,	  this	  may	  already	  be	  clear.	  	  The	  designing	  of	  
exhibition	  structures	  for	  emphasising	  the	  narrative	  and	  for	  enhancing	  the	  
visitor	  experience	  has	  been	  noted	  in	  the	  early	  work	  of	  Alfred	  Barr	  at	  
MoMA	  (Staniszewski,	  1998),	  as	  well	  as	  by	  authors	  discussing	  the	  recent	  
turns	  to	  the	  visitor	  in	  contemporary	  museum	  practice	  (Lake-­‐Hammond	  
and	  Waite,	  2010).	  	  However,	  the	  connection	  between	  curatorial	  intent	  
and	  the	  design	  of	  the	  exhibition	  space	  is	  not	  always	  clear-­‐cut.	  	  As	  Guy	  
Julier	  (2014)	  has	  noted,	  sometimes	  exhibition	  reviewers	  seem	  to	  either	  
inadvertently	  or	  wilfully	  misunderstand	  the	  aims	  of	  the	  curator,	  or	  at	  the	  
very	  least	  fail	  to	  make	  the	  observation	  that	  the	  curatorial	  concept	  is	  
supported	  by	  and	  manifested	  through	  the	  exhibition	  design.	  	  An	  
assumption	  that	  I	  carried	  prior	  to	  investigating	  exhibitions	  in	  the	  field,	  
was	  that	  the	  curatorial	  narrative	  or	  premise	  was	  the	  primary	  factor	  in	  
developing	  the	  spatial	  characteristics	  of	  the	  exhibition.	  	  In	  traditional	  fine	  
art	  exhibitions,	  hanging	  or	  display	  strategies	  for	  artworks	  may	  well	  be	  
the	  purview	  of	  curators.	  	  In	  speaking	  with	  design	  curators	  and	  exhibition	  
designers,	  it	  became	  clear	  that,	  particularly	  for	  large	  scale,	  complex	  
museum	  exhibitions,	  the	  exhibition	  designer’s	  role	  can	  be	  hugely	  
collaborative,	  and	  essential	  to	  developing	  the	  coherence	  of	  the	  exhibition	  
as	  a	  whole.	  	  In	  the	  2013	  V&A	  Exhibition	  David	  Bowie	  Is,	  for	  example	  
(Figure	  A2),	  the	  curators	  worked	  not	  only	  with	  a	  contracted	  exhibition	  
designer	  (Real	  Studios),	  but	  also	  with	  a	  theatre	  production	  company	  (59	  
Productions),	  Lighting	  design	  company	  (DHA),	  sound	  designer	  (Gareth	  
Fry)	  and	  technical	  sound	  company	  (Sennheiser).	  	  As	  the	  audience	  
experience	  becomes	  a	  more	  important	  element	  within	  the	  museum’s	  
horizon,	  innovation	  across	  the	  whole	  ‘experience’	  of	  an	  exhibition	  is	  
essential.	  	  Curatorial	  intention	  mixes	  with	  the	  design	  intention,	  and	  as	  
with	  the	  transformation	  in	  design	  as	  a	  field,	  so	  too	  is	  this	  happening	  in	  
this	  aspect:	  design	  is	  brought	  in	  early	  on,	  in	  order	  to	  create	  as	  well-­‐
crafted,	  spectacular	  and	  innovative	  a	  concept	  as	  is	  possible	  –	  with	  the	  
need	  for	  collaboration	  from	  the	  outset.	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Figure  A2:  David  Bowie  Is  at  the  V&A  London,  2013.    Image  ©Real  Studios      
  
To  look  briefly  at  the  interrelation  of  part  and  whole  at  an  institutional  level,  the  
simple  sketch  below  (Figure  A3)  was  developed  that  outlines  the  connected  
nature  of  exhibition  development,  in  the  museum  context.    This  does  not  go  into  
the  detail  of  relationships  within  any  individual  exhibition,  but  offers  an  
overview.    It  suggests  that  temporary  exhibitions  of  design  sit  within  the  
framework  of  the  institution,  and  are  therefore  reflected  against  the  various  
narratives  available,  for  example  in  the  permanent  collection,  other  temporary  
exhibitions  and  events,  and  the  commercial  experience  offered  by  the  museum  
shop.    The  audience  are  placed  centrally,  as  their  experience  is  affected  by  each  
element  and  the  relationships  between  them.      As  with  the  example  of  the  David  
Bowie  Is  exhibition  above,  there  may  be  more  than  one  person  or  company  
involved  in  the  exhibition  design,  as  this  involves  many  different  elements.    So  
too  the  curatorial  role  may  involve  not  only  an  individual  curator,  but  a  team,  
complemented  by  outside  support  or  expertise  (including  that  of  the  audience  in  
co-­‐produced  or  crowd-­‐sourced  exhibition  concepts).97  
  
                                                                                                            
97
  For  a  discussion  of  different  organizational  approaches  to  creating  exhibitions,  whether  curatorially-­‐led  or  team  
approaches,  see  for  example  Kamien,  2001;  Smithsonian  Institution,  2002.  
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Figure  A3:  A  map  of  exhibition  relationships  
  
  
Although  recognising  the  central  importance  now  given  to  the  audience  within  
museums  (as  with  design),  this  research  has  not  attempted  to  evaluate  audience  
experience  of  attending  exhibitions.    This  is  in  part  because  the  phenomenon  
under  investigation  is  design  innovation  and  its  framing  and  communication,  
rather  than  the  reception  of  exhibitions  (although  clearly  these  are  connected).    
Focussing  on  the  evaluation  of  audience  experience  would  have  required  a  
different  research  approach,  and  would  have  been  beyond  the  scope  of  this  
research,  given  the  time-­‐limited  nature  of  the  PhD  study.    It  is  acknowledged  that  
a  core  purpose  of  developing  exhibitions  is  to  communicate,  however  this  form  
of  communication  is  framed.98    Being  mindful  of  the  people  you  are  trying  to  
reach  or  make  contact  with  through  the  exhibition  is  therefore  vital,  and  a  
curatorial  orientation  towards  audience  experience  is  necessary.      
  
A  certain  level  of  empathy  is  required  from  research  within  a  phenomenological  
tradition  (with  which  hermeneutics  is  connected).    As  social  researcher  Max  van  
                                                                                                            
98
  Communication  may  be  framed  variously  as  a  transmission  of  information,  as  a  dialogue  between  different  
participants,  or  even  as  a  provocation.    How  those  conceiving  the  exhibition  view  this  communication,  also  affects  how  
the  audience  is  constructed  as  a  factor  in  development.  As  museum  professional  Tim  Boon  has  stated:  ‘how  we  think  
about  our  museum  visitors  and  other  users  is  crucial  to  how  we  curate  our  exhibitions,  and  to  how  we  undertake  the  
remainder  of  our  curatorial  responsibilities’  (Boon,  2011,  p.  419).    The  approach  to  considering  the  visitor  can  vary  
however.    As  curator  Maria  Lind  has  suggested,  particularly  when  seeking  to  test  the  boundaries  of  curating  with  
experimental  contemporary  art  practices,  the  audience  may  become  a  closed  circle,  with  the  art  never  reaching  beyond  
‘the  converted’  (Lind,  2011).  
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Manen  (1997)  has  suggested,  when  researching  lived  experience,  it  is  the  extent  
to  which  ‘my  experience’  could  be  ‘your  experience’,  that  a  researcher  can  get  
closer  to  the  phenomenon  under  study,  as  it  exists  in  different  ways.    Thus  my  
own  experience  of  attending  exhibitions,  however  focussed  this  might  be  
towards  more  intensive  interpretation  than  a  more  casual  visitor,  nevertheless  
can  also  be  seen  as  the  basis  for  considering  the  experience  of  others.    By  
extension,  my  experience  of  curating  design  (as  with  the  practice-­‐led  element  of  
this  research),  although  limited  to  the  projects  undertaken  within  the  research  
context,  is  nevertheless  an  attempt  to  immerse  myself  in  the  different  contextual  
constraints  that  this  entails.                
  
  
Exhibitions	  in	  the	  field	  
  
Broadly  speaking,  the  subjects  of  the  exhibitions  visited  included:    
  
• Industrial  and  product  design  –  e.g.  Design  Research  Unit  1942-­‐1972,  
Cooper  Gallery,  2011;  Terence  Conran:  The  Way  We  Live  Now,  Design  
Museum,  2012;  British  Design  1948-­‐2012:  Innovation  in  the  Modern  Age,  
V&A  2012  
• Design  movements  –  e.g.  Bauhaus:  Art  as  Life,  Barbican,  2012;  Pop  Art  
Design,  Barbican,  2013  
• Jewellery  design  –  e.g.  Unexpected  Pleasures:  The  Art  and  Design  of  
Contemporary  Jewellery,  Design  Museum  2012;  Wendy  Ramshaw:  Room  
of  Dreams,  Dovecot  Studios,  2013    
• Fashion  and  textiles  –  e.g.  Nuno:  Japanese  Textiles,  Dovecot  Studios,  
2012;  Christian  Louboutin:  20  Years,  Design  Museum,  2012;  Club  to  
Catwalk:  London  Fashion  in  the  1980s,  V&A,  2013;  Fleece  to  Fibre:  the  
Making  of  the  Large  Tree  Group  Tapestry,  Dovecot  Studios,  2013;  Isabella  
Blow,  Somerset  House,  2013;  Hello:  My  Name  is  Paul  Smith,  Design  
Museum,  2013    
• Making  and  manufacturing  –  e.g.  Power  of  Making,  V&A,  2011;  
Heatherwick  Studio:  Designing  the  Extraordinary,  V&A,  2012;  The  Future  
is  Here:  A  New  Industrial  Revolution,  Design  Museum  2013;  3D  Printing  
the  Future,  Science  Museum  London,  2013;  Added  Value,  St  Andrews  
Museum  (Crafts  Council  touring  exhibition)  2013;  In  the  Making,  Design  
Museum,  2014  
• Architecture  -­‐  e.g.  OMA/Progress,  Barbican,  2012;  Common  Ground:  
Venice  Architecture  Biennale  2012;  Ice  Lab,  The  Lighthouse  Glasgow,  
2013;  Sensing  Spaces,  Royal  Academy  of  Arts,  2013    
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• Graphic  design  and  visual  communication  –  e.g.  Wim  Crouwel:  A  Graphic  
Odyssey,  The  Lighthouse  Glasgow  2013;  Memory  Palace,  V&A  2013    
• Design  fictions  –  e.g.  United  Micro  Kingdoms:  A  Design  Fiction,  Design  
Museum  2013  
• Design  competitions  or  annual  reviews  –  e.g.  Designs  of  the  Year  &  
Designers  in  Residence,  Design  Museum,  2012,  2013  
  
These  subject  categories  relate  either  to  collections  and  traditional  design  
disciplines,  individual  designers  or  companies,  themes  and  emerging  trends  
(critical  design/design  fictions)  or  competitive  annual  prizes  or  programmes.    
Figure  A4  places  exhibitions  visited  in  a  relational  map,  focusing  on  the  main  
theme  or  subject.  
  
Figure  A4:  A  map  indicating  the  primary  focus,  subject  or  theme  of  exhibitions  visited    
  
Although  the  research  is  looking  (from  a  design  perspective)  at  contemporary  
practices,  the  historical  focus  or  elements  within  most  of  the  exhibitions  is  
undeniable.    Setting  an  individual  or  organisations  work  in  some  level  of  
historical  trajectory  is  a  common  approach  for  making  sense  of  the  contribution  
made  to  society  and  culture.    Materials,  3D  printing  and  rapid  manufacturing  are  
also  growing  in  importance  at  this  time  (2012-­‐2016),  with  the  technology  
becoming  increasingly  commonplace.    The  rise  of  the  maker  movement  has  also  
influenced  the  development  of  exhibitions  which  explore  digital  manufacturing,  
craft  and  maker  culture  (e.g.  The  Power  of  Making,  V&A;  also  Out  of  Hand,  MAD  
Museum,  NY).    
  
These  subject  designations  are  by  no  means  the  only  approach  to  classifying  
these  exhibitions,  and  many  could  fit  into  other  groups,  due  to  the  different  
Processes
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Weaving the Century 
(Dovecot 2012)
Pop Art Design 
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(V&A 2013)
City Fic!ons (FutrEverything 2014)
Design Junc!on (LDF 2013) 100% (LDF 2013)
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Bienniale (2012)
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(RA 2013)
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(Lighthouse 2013)
A Sense of Place (NMS 2012)
Digital Design Weekend 
(LDF V&A 2013)
Nuno Tex!les (Dovecot 2012)
Weave Waves (CC 2013)
Follow the Thread (Dovecot 2013)
Added Value (CC 2013)
Heatherwick (V&A 2012)
PoM (V&A 2011)
Making It (NMS/ 
Science Fest 2014)
3D Prin!ng the Future (SML 2013)
The Future is Here (DM 2013)Designs of the Year (DM)
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In the Making (DM 2014)
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types  of  objects  included  or  narratives  woven  throughout  (for  example  Figure  A5  
below).    
  
  
  
Figure  A5:  A  map  of  exhibitions  visited    
  
The  large  V&A  exhibition  David  Bowie  Is  was  also  visited  in  2013,  and  could  be  
included  within  classifications  such  as  fashion  and  textiles,  graphic  design  and  
visual  communication,  or  theatre  and  set  design.    As  an  exhibition  (curated  by  a  
team  from  the  Theatre  and  Performance  department)  about  the  work  of  a  
musician,  cultural  icon,  designer,  actor,  and  performer,  David  Bowie  Is  
demonstrates  the  difficulty,  or  in  fact  futility  of  trying  to  place  too  rigid  a  
definition  upon  an  exhibition  subject.    It  is  possible  to  learn  about  and  consider  
the  wide  span  of  creativity  across  genres  within  an  exhibition  such  as  this,  and  
design  is  a  thread  that  runs  throughout,  although  it  may  not  be  the  direct  
narrative  focus.    It  does  still  however  promote  the  individual  as  ‘creative  genius’,  
which  is  perhaps  problematic  when  considering  the  focus  required  for  exposing  
design  methodology.        
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Framing	  Design	  	  
	  
Visiting	  exhibitions	  for	  research	  purposes,	  questions	  are	  kept	  in	  mind,	  as	  I	  
also	  allow	  myself	  to	  be	  open	  to	  the	  different	  elements	  of	  how	  the	  
exhibition	  experience	  is	  constructed:	  
	  
How	  is	  the	  concept	  of	  design	  constructed	  within	  the	  exhibition?	  	  What	  
are	  the	  narratives	  of	  design	  being	  shared	  here,	  and	  what	  is	  their	  
significance	  for	  either	  communicating,	  or	  limiting	  understanding	  of	  
design	  as	  innovation?	  	  In	  what	  other	  ways	  does	  the	  museum	  frame	  
design,	  and	  what	  is	  the	  significance	  of	  this	  for	  building	  understanding	  of	  
contemporary	  design	  practice?	  
	  
The  following  section  explores  the  process  of  observing  and  analysing  
exhibitions,  by  providing  insights  and  questions  that  this  aspect  of  the  research  
provoked.    The  pages  of  the  thesis  are  rotated  to  a  landscape  orientation  to  
support  the  reader  in  bringing  the  images  and  text  together  in  a  more  connected  
way.    The  inclusion  of  design  critic  Alice  Rawsthorn’s  Instagram  series  is  brought  
in  as  a  way  of  considering  the  ‘exhibition’  from  a  different  perspective.    It  
combines  image  and  text,  but  the  mode  of  address  brings  up  interesting  
questions  for  the  object-­‐centric  nature  of  the  exhibition  form.  
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Terence	  Conran:	  The	  Way	  We	  Live	  Now
	  
Figure  A6:  Terence  Conran:  The  Way  We  Live  Now    
Attending	  exhibitions	  of	  design	  in	  the	  early	  stages	  of	  the	  research	  possibly	  raised	  more	  
questions	  than	  it	  answered.	  	  Exhibitions	  are	  multifaceted	  cultural	  artefacts,	  and	  
interpretation	  involves	  constructing	  meaning	  from	  what	  is	  a	  dynamic	  mix	  of	  explicit	  and	  
implicit	  codes	  or	  messages.	  	  	  
	  
Take	  for	  example	  the	  exhibition	  Terence	  Conran:	  The	  Way	  
We	  Live	  Now,	  held	  at	  the	  Design	  Museum	  in	  2011-­‐12.	  	  A	  
retrospective	  of	  the	  Museum’s	  founder	  and	  most	  prominent	  
patron,	  on	  the	  event	  of	  his	  80th	  birthday,	  this	  exhibition	  was	  
a	  celebration	  of	  a	  long	  career,	  and	  of	  his	  undeniable	  
influence	  on	  the	  visual	  and	  material	  culture	  of	  twentieth	  
century	  Britain.	  	  A	  lens	  to	  view	  British	  design,	  this	  exhibition	  
placed	  product	  design	  and	  brand	  strategy	  at	  its	  heart,	  
demonstrating	  the	  links	  between	  design,	  society	  and	  the	  
shaping	  and	  reflecting	  of	  cultural	  trends.	  	  However,	  
discussing	  cultural	  influence	  through	  the	  lens	  of	  a	  ‘gifted’	  
individual,	  supported	  through	  an	  objective	  third	  person	  
textual	  narrative	  and	  a	  sprinkling	  of	  first	  person	  testimony,	  
arguably	  limits	  the	  significance	  of	  designing	  as	  an	  
intellectual,	  practical,	  collaborative	  and	  iterative	  activity.	  	  	  
There	  is	  a	  place	  for	  exploring	  all	  facets	  of	  design	  activity	  
within	  exhibitions,	  but	  given	  the	  transformation	  in	  design	  –	  
its	  extension	  into	  areas	  of	  public	  life	  and	  policy,	  its	  use	  in	  
different	  contexts	  for	  innovation	  –	  and	  the	  desire	  to	  extend	  
this	  understanding,	  to	  what	  extent	  is	  it	  helpful	  to	  continue	  
focusing	  on	  the	  outcomes	  of	  design?	  	  Clearly	  exhibitions	  do	  
more	  than	  this,	  but	  the	  continued	  rhetorical	  implementation	  
of	  the	  ‘hero	  designer’	  could	  be	  stifling	  for	  reaching	  new	  
interpretive	  frames.	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OMA/Progress	  
	  
	  
Figure  A7:  OMA/Progress  
Images  by  Rotor  (Creative  Commons  Attribution-­‐  Noncommercial-­‐
Share  Alike  2.0)    
Inevitably,	  all	  exhibitions	  are	  the	  result	  of	  choices.	  	  The	  question	  arises	  of:	  to	  what	  
extent	  are	  these	  choices	  made	  apparent	  as	  choices	  –	  i.e.	  as	  the	  result	  of	  deliberate	  
processes	  of	  selection	  and	  judgment,	  based	  in	  research	  and	  scholarship,	  but	  also	  
upon	  personal,	  institutional	  and	  other	  values?	  	  The	  exhibition	  OMA/Progress,	  held	  at	  
the	  multi-­‐disciplinary	  London	  arts	  venue	  the	  Barbican	  in	  2011-­‐12,	  was	  one	  approach	  
which	  made	  the	  curatorial	  strategy	  clear	  from	  the	  outset,	  even	  if	  this	  was	  deliberately	  
playful,	  provocative	  and	  self-­‐reflexive.	  	  OMA/Progress	  was	  a	  retrospective	  of	  the	  
work	  of	  the	  sometimes-­‐controversial	  architectural	  practice	  OMA,	  and	  its	  think	  tank	  
AMO.	  	  It	  was	  curated	  by	  the	  Belgian	  collective	  Rotor,	  which	  served	  to	  separate	  
curatorial	  control	  from	  both	  the	  subject	  and	  the	  venue.	  	  Presented	  in	  the	  exhibition,	  
using	  the	  tattered,	  left	  over	  exhibition	  display	  structures	  from	  the	  previous	  Barbican	  
show	  (rather	  than	  a	  new	  design),	  was	  an	  unfathomably	  vast	  quantity	  of	  ‘artefacts’	  
(text,	  images,	  models,	  samples,	  ideas	  and	  concepts).	  	  These	  represented	  the	  everyday	  
working	  practices	  and	  processes	  of	  this	  architecture	  and	  design	  firm.	  	  The	  plethora	  of	  
information	  offered	  to	  the	  audience	  was	  such	  that	  it	  was	  unlikely	  a	  visitor	  would	  be	  
able	  to	  comprehend	  the	  enormity	  of	  activity	  that	  takes	  place	  within	  a	  practice	  like	  
OMA,	  during	  one	  visit	  to	  the	  exhibition.	  	  	  
	  
A	  purposeful	  strategy	  of	  loose	  thematics	  and	  information	  overload	  had	  the	  effect	  of	  
acknowledging	  the	  complexity	  of	  an	  international	  company,	  working	  at	  multiple	  
scales	  and	  on	  multiple	  types	  of	  project.	  	  The	  lack	  of	  ‘polish’	  in	  the	  recycled	  exhibition	  
design,	  and	  the	  choice	  of	  all	  manner	  of	  objects	  –	  the	  celebrated	  and	  the	  mundane	  –	  
although	  possibly	  a	  tactic	  for	  drawing	  attention	  to	  the	  playful	  and	  ironic	  nature	  
associated	  with	  the	  firm,	  also	  drew	  attention	  to	  exhibition	  conventions.	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The	  selection	  process	  was	  laid	  bare,	  and	  in	  this	  instance,	  the	  seemingly	  indiscriminate	  inclusion	  of	  all	  aspects	  of	  a	  company’s	  process	  and	  output,	  
conversely	  showed	  how	  purposeful	  this	  was	  as	  part	  of	  this	  exhibition’s	  strategy.	  Guy	  Julier	  asks:	  ‘How  can  we  make  the  processes,  decisions  and  aims  (sic)  
curatorship  evident  through  the  exhibition  itself?  …  [T]here  is  probably  a  large  grey  area  of  museum  visitorship  who  are  interested  in  the  processes  that  make  curation  
and  the  museum.  Ultimately,  it  should  be  remembered  that  the  design  museum  doesn’t  just  reflect  external  circumstances,  it  is  active  in  shaping  thinking  and  
practices  outside  its  walls’  (Julier,  2014).	  	  OMA/Progress	  took	  a	  step	  towards	  shedding	  light	  onto	  all	  exhibitions,	  as	  carefully	  constructed	  spatial	  
experiences	  intended	  to	  educate,	  persuade,	  engage,	  or	  provoke.	  	  This	  may	  not	  be	  successful	  in	  all	  venues,	  and	  for	  all	  subjects,	  but	  the	  level	  of	  
transparency	  in	  the	  curatorial	  approach	  certainly	  flags	  up	  the	  potential	  impact	  this	  can	  have	  on	  both	  interpretation	  within	  the	  exhibition,	  and	  beyond.	  
	  
Heatherwick	  Studio:	  Designing	  the	  Extraordinary	  
  
Figure  A8:  Heatherwick  Studio:  Designing  the  Extraordinary    
The	  exhibition	  Heatherwick	  Studio:	  Designing	  the	  Extraordinary,	  held	  
during	  2012	  as	  part	  of	  the	  V&A	  Museum’s	  celebration	  of	  British	  Design,	  
went	  some	  way	  to	  exploring	  the	  different	  people	  and	  processes	  
involved	  within	  a	  particular	  design	  studio	  (albeit	  with	  a	  nagging	  focus	  
on	  the	  genius	  of	  Thomas	  Heatherwick	  himself).	  	  The	  display	  of	  primarily	  
models,	  prototypes	  and	  materials,	  alongside	  projects	  at	  different	  scales	  
(from	  Christmas	  cards	  to	  now	  contentious	  Garden	  Bridges),	  and	  audio	  
interviews	  capturing	  client	  perspectives	  alongside	  designerly	  
ruminations,	  helped	  to	  foreground	  the	  materiality	  of	  design,	  and	  the	  
network	  of	  people	  involved	  in	  initiating	  and	  completing	  design	  
projects.	  	  Innovation	  in	  this	  setting	  was	  ‘design-­‐driven’	  in	  that	  it	  was	  
clearly	  placed	  as	  a	  process	  of	  ingenious	  interpretation	  and	  imaginative	  
envisioning	  (Verganti	  and	  Öberg,	  2013)	  through	  materials-­‐led	  
exploration.	  	  Yet	  there	  was	  still	  a	  rhetorical	  force	  emphasizing	  the	  
primacy	  of	  the	  designer	  and	  his	  creative	  talents.	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Memory	  Palace	  
Another	  V&A	  exhibition,	  which	  showed	  potential	  for	  pairing	  objects	  with	  a	  
narrative	  of	  future	  design	  contexts,	  was	  Memory	  Palace	  (2013).	  	  This	  
exhibition	  took	  the	  form	  of	  a	  ‘walk-­‐in	  book’,	  and	  commissioned	  graphic	  
designers,	  illustrators,	  typographers	  and	  artists	  to	  create	  work	  in	  response	  
to	  passages	  from	  a	  specially	  commissioned	  novel	  by	  the	  author	  Hari	  Kunzru.	  	  
In	  a	  talk	  delivered	  at	  the	  V&A	  in	  September	  2013,	  one	  of	  the	  curators,	  
Ligaya	  Salazar,	  explained	  that	  it	  had	  been	  over	  ten	  years	  since	  graphic	  
design	  or	  illustration	  had	  been	  the	  focus	  of	  an	  exhibition	  as	  part	  of	  the	  
contemporary	  programme.	  	  Memory	  Palace	  was	  conceived	  as	  an	  attempt	  
to	  explore	  these	  practices	  in	  a	  new	  way,	  engaging	  with	  the	  challenges	  of	  
exhibiting	  graphic	  content	  in	  relation	  to	  the	  changing	  status	  and	  form	  of	  
the	  printed	  book	  and	  reading	  practices.	  	  Rather	  than	  attempting	  a	  survey	  
show,	  and	  privileging	  certain	  designers,	  this	  exhibition	  tried	  to	  show	  
diversity	  of	  practice,	  whilst	  using	  the	  work	  produced	  to	  articulate	  the	  
narrative	  of	  the	  novel	  in	  different	  ways.	  	  As	  a	  curatorial	  experiment,	  the	  co-­‐
curators	  worked	  closely	  with	  Kunzru,	  the	  exhibition	  designer	  and	  the	  
graphic	  design	  team,	  in	  order	  to	  bring	  all	  of	  the	  different	  elements	  
together.	  	  	  
	  
Although	  the	  design	  process,	  and	  the	  everyday	  nature	  of	  design	  practices	  
was	  not	  something	  dealt	  with	  explicitly	  in	  this	  exhibition,	  what	  was	  
interesting	  was	  how	  the	  fictional	  world	  created	  by	  Kunzru	  set	  the	  scene	  for	  
considering	  the	  impact	  and	  implications	  of	  design  activity.	  	  The	  story	  was	  
set	  in	  a	  future	  London,	  hundreds	  of	  years	  after	  a	  magnetic	  storm	  had	  wiped	  
out	  the	  information	  infrastructure.	  	  This	  dystopian	  setting	  allowed	  the	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fictional	  world	  to	  reflect	  back	  on	  how	  we	  live	  today,	  and	  brought	  values	  and	  
decisions	  to	  the	  fore.	  	  The	  exhibition	  involved	  tracing	  the	  story	  of	  the	  
protagonist	  through	  segments	  from	  the	  book,	  paired	  with	  the	  pieces	  
created	  by	  the	  designers	  and	  artists	  for	  the	  show.	  	  This	  was	  a	  different	  
experience	  to	  viewing	  everyday	  objects,	  interpreted	  through	  texts	  
discussing	  provenance,	  materials	  or	  makers.	  	  	  
	  
None	  of	  the	  pieces	  within	  Memory	  Palace	  had	  traditional	  object	  labels,	  or	  
noted	  the	  individual	  designers	  (these	  names	  were	  visible	  outside	  the	  
exhibition	  entrance	  only).	  	  Without	  existing	  knowledge	  of	  the	  work	  of	  these	  
designers,	  it	  would	  be	  difficult	  to	  know	  who	  had	  produced	  which	  element.	  	  
The	  intention	  here	  was	  to	  allow	  the	  artefacts	  to	  illustrate,	  evoke,	  and	  
support	  the	  reading	  of	  the	  story,	  rather	  than	  drawing	  attention	  to	  the	  
designers	  in	  the	  present	  day.	  	  This	  was	  a	  partially	  immersive	  approach,	  
being	  simultaneously	  drawn	  into	  the	  narrative,	  whilst	  also	  examining	  and	  
considering	  the	  different	  possible	  meanings	  and	  interpretations	  of	  each	  
piece,	  and	  exploring	  these	  in	  different	  ways.	  	  Critic	  Oliver	  Wainwright	  
(2013)	  criticized	  the	  exhibition	  for	  failing	  to	  offer	  a	  coherent	  experience,	  
whilst	  admitting	  that	  some	  level	  of	  confusion	  may	  have	  been	  purposeful.	  	  
Similarly	  Mark	  Hudson	  (Hudson,	  2013)	  denies	  the	  immersive	  nature	  of	  the	  
show,	  instead  finding	  it	  fairly	  conventional	  in	  format,	  and	  actually	  requiring	  
a	  huge	  effort	  on	  the	  part	  of	  the	  audience	  in	  merely	  understanding	  the	  
premise	  of	  the	  story.	  	  The	  exhibition	  design	  did	  feel	  somewhat	  stark	  and	  
heavy	  (possibly	  expressing	  the	  tone	  of	  the	  narrative),	  and	  did	  detract	  
slightly	  from	  the	  immersive	  sense	  of	  the	  exhibition.	  	  	  
However	  despite	  these	  criticisms,	  both	  authors	  argue	  that	  the	  premise	  
for	  the	  show	  was	  bold	  and	  inventive,	  even	  if	  it	  did	  not	  quite	  deliver	  on	  
the	  promise	  of	  its	  concept.	  	  The	  use	  of	  a	  fictional	  storyworld	  as	  a	  way	  to	  
explore	  contemporary	  design	  practices	  is	  thought-­‐provoking,	  even	  if	  in	  
this	  instance	  it	  did	  not	  go	  all	  the	  way	  to	  exposing	  design	  innovation.	  	  	  
	  
An	  interesting	  aspect	  for	  this	  research	  is	  that	  this	  exhibition	  told	  a	  story	  
of	  design	  through	  manifesting	  an	  experience.	  	  Design	  was	  implicit	  
within	  the	  story,	  particularly	  the	  role	  of	  design,	  art,	  technology	  and	  
knowledge	  as	  intertwined	  in	  a	  future	  world.	  	  Design	  also	  infused	  the	  
exhibition	  through	  its	  structure,	  graphic	  design,	  and	  the	  objects.	  	  We	  
are	  not	  told	  anything	  explicitly	  about	  design	  as	  a	  way	  of	  thinking,	  
making	  or	  doing.	  	  We	  are	  not	  concerned	  with	  how	  or	  why	  the	  
contributing	  designers	  responded	  in	  this	  particular	  way,	  their	  particular	  
design	  approach	  or	  the	  other	  projects	  any	  of	  them	  have	  worked	  on.	  	  
This	  information	  would	  have	  to	  be	  sought	  by	  the	  audience	  
independently.	  	  What	  then,	  does	  this	  say	  about	  how	  design	  is	  presented	  
in	  other	  exhibitions,	  where	  designers	  are	  heralded,	  promoted	  and	  
celebrated?	  	  All	  of	  these	  designers	  and	  artists	  are	  said	  to	  be	  leading	  in	  
their	  field,	  but	  the	  exhibition	  only	  states	  this	  at	  the	  outset	  and	  then	  it	  is	  
only	  through	  the	  fact	  that	  they	  have	  been	  selected	  at	  all,	  that	  any	  
judgment	  is	  made	  upon	  the	  quality	  of	  their	  practice.	  	  If	  we	  are	  judging	  
design	  as	  innovation	  within	  this	  exhibition,	  then	  by	  what	  criteria	  is	  our	  
judgment	  made?	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Figure  A10:  British  Design  1948-­‐2012:  Innovation  in  the  Modern  Age.  	  
The	  introductory	  text	  to	  the	  exhibition	  British	  Design	  1948-­‐2012:	  Innovation	  
in	  the	  Modern	  Age,	  tells	  us	  that:	  ‘The	  displays	  examine	  the	  shifting	  nature	  
of	  British	  Design	  over	  sixty	  years’.	  	  This	  therefore	  claims	  simultaneously	  that	  
‘British	  Design’	  is	  a	  recognizable	  phenomenon,	  but	  that	  it	  is	  fluid,	  therefore	  
recognizing	  it	  as	  a	  challenge	  to	  conceptualise.	  	    
The	  exhibition	  seeks	  to	  examine	  the	  ‘being’	  or	  essence	  of	  the	  
phenomenon	  ‘British	  Design’	  by	  thematic	  categorization,	  over	  a	  
delineated	  period	  of	  time,	  as	  it	  is	  manifested	  through	  images,	  artefacts	  
and	  architecture.	  	  From	  our	  position	  in	  the	  present,	  we	  can	  reflect	  back	  
over	  the	  preceding	  years	  to	  make	  retrospective	  judgments	  about	  what	  
British	  Design	  is,	  based	  upon	  the	  results	  of	  design	  activity	  (i.e.	  objects)	  
and	  records	  about	  their	  production	  in	  cultural,	  social,	  and	  economic	  
contexts.	  	  Concepts	  such	  as	  ‘tradition	  and	  modernity’,	  ‘subversion’,	  
‘design	  innovation’	  and	  ‘creativity’	  are	  given	  form	  through	  juxtaposition	  
of	  words	  and	  objects.	  	  In	  this	  exhibition	  the	  concepts	  are	  given	  particular	  
meanings:	  what	  might	  these	  be	  in	  other	  countries,	  at	  other	  times,	  when	  
applied	  to	  or	  manifested	  through	  other	  objects?	  	  	  
	  
This	  exhibition	  aims	  at	  comprehensiveness	  whilst	  trying	  to	  show	  
particularity	  in	  quantity	  yet	  does	  this	  quantity	  of	  material	  actually	  
detract	  from	  engaging	  with	  the	  specificity	  of	  different	  forms	  of	  
innovation?	  	  Taking	  a	  broad	  view	  can	  be	  as	  important	  as	  focussing	  in	  
depth	  –	  yet	  does	  the	  aim	  for	  comprehensiveness	  arguably	  stifle	  
complexity?	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Figure  A11:  The  Future  Is  Here:  A  New  Industrial  Revolution    
The	  Future	  Is	  Here	  focused	  on	  the	  ‘new	  industrial	  revolution’:	  how	  digital	  
manufacturing	  is	  changing	  how	  things	  are	  made,	  who	  controls	  the	  process	  and	  
where	  it	  can	  now	  happen.	  	  It	  offered	  a	  brief	  historical	  introduction	  to	  the	  context	  
of	  industrial	  manufacturing	  and	  included	  numerous	  recent	  projects	  which	  have	  
explored	  or	  exploited	  new	  technologies	  in	  different	  ways.	  	  Digital	  manufacturing	  
had	  been	  employed	  to	  create	  the	  exhibition	  display	  structures;	  a	  mini	  staff-­‐led	  
‘fablab’	  was	  positioned	  inside	  the	  gallery	  space,	  with	  staff	  learning	  how	  to	  use	  the	  
technologies	  throughout	  the	  duration	  of	  the	  show,	  and	  discussing	  their	  
experiences	  with	  visitors.	  An	  interesting	  feature	  with	  this	  exhibition	  was	  the	  
extent	  of	  the	  questions	  leading	  the	  interpretive	  texts.	  	  	  
	  
The	  curator	  Alex	  Newsom	  made	  no	  suggestion	  that	  the	  Design	  Museum	  had	  
comprehensive	  knowledge	  of	  all	  projects	  internationally	  employing	  and	  
innovating	  with	  new	  technologies,	  or	  the	  purposes	  towards	  which	  they	  were	  being	  
directed.	  	  As	  this	  is	  an	  emerging	  area,	  posing	  questions	  and	  asking	  visitors	  to	  
reflect	  on	  these	  in	  light	  of	  things	  on	  display,	  was	  the	  only	  way	  to	  proceed.	  	  By	  
signposting	  innovation,	  in	  the	  form	  of	  emerging	  technologies,	  processes	  and	  
cultural	  implications,	  the	  museum	  is	  able	  to	  retain	  a	  sense	  of	  ‘authoritativeness’	  
by	  virtue	  of	  being	  engaged	  with	  contemporary	  trends,	  and	  being	  able	  to	  suggest	  
possible	  future	  trajectories.	  
(This	  exhibition	  was	  sponsored	  by	  the	  Technology	  Strategy	  Board	  (now	  Innovate	  UK).	  They	  
have	  an	  interest	  in	  communicating	  and	  educating	  people	  about	  new	  technologies,	  and	  
their	  application	  within	  industry.	  This	  interest	  does	  not	  ‘drive’	  the	  exhibition	  curation,	  but	  
may	  be	  seen	  to	  influence	  the	  focus	  on	  technology).	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Figure  A12:  In  the  Making    
In	  the	  Making	  was	  curated	  by	  well-­‐known	  London-­‐based	  designers	  
Edward	  Barber	  and	  Jay	  Osgerby.	  	  Ostensibly	  about	  the	  ‘lesser-­‐know	  
moments	  in	  the	  production	  of	  everyday	  objects’,	  the	  exhibition	  was	  
arguably	  more	  about	  the	  sensibilities	  of	  the	  guest	  curators.	  	  It	  was	  in	  two	  
parts	  –	  the	  first	  part	  placed	  partly-­‐constructed	  objects	  on	  spot-­‐lit	  plinths,	  
in	  a	  dark	  exhibition	  space,	  utilizing	  a	  traditional	  labelling	  system	  and	  
‘please	  do	  not	  touch	  signs’.	  	  Videos	  of	  production	  processes	  for	  all	  items	  
were	  shown	  at	  the	  end	  of	  the	  gallery	  space.	  	  The	  second	  part	  showed	  the	  
‘before	  and	  after’	  images	  and	  had	  booklets	  describing	  the	  production	  
process	  for	  each	  one,	  available	  for	  visitors	  to	  take	  away.	  
The	  overall	  premise	  for	  the	  exhibition	  seemed	  to	  be	  to	  highlight	  
manufacturing,	  and	  yet	  there	  was	  so	  much	  focus	  on	  the	  beauty	  and	  
aesthetics	  of	  these	  objects	  that	  it	  seemed	  to	  celebrate	  the	  visual	  to	  a	  
greater	  extent	  over	  the	  manufacturing,	  or	  ‘making’,	  it	  purported	  to	  
reveal.	  	  The	  act	  of	  bathing	  each	  carefully	  selected	  item	  in	  a	  pool	  of	  light	  
and	  emphasizing	  the	  prohibition	  to	  get	  closer	  to	  the	  process	  –	  to	  touch	  
the	  materials	  and	  understand	  these	  objects	  better	  –	  kept	  focus	  on	  the	  
surface	  qualities.	  	  There	  was	  undeniable	  transparency	  in	  the	  naming	  of	  
the	  guest	  curators,	  and	  their	  personal	  selections	  of	  process.	  	  And	  yet	  this	  
celebrating	  of	  well-­‐known	  ‘celebrity’	  designers	  through	  their	  selections,	  
and	  not	  only	  their	  work,	  serves	  to	  continue	  the	  connection	  to	  the	  
‘Designer	  as	  Artist’	  myth.	  	  Did	  this	  exhibition	  open	  up	  the	  production	  
process:	  yes	  –	  to	  an	  extent.	  	  Did	  it	  capitulate	  to	  the	  celebration	  of	  beauty	  
and	  form,	  and	  the	  skill	  of	  the	  craftsman,	  over	  the	  necessity	  of	  large-­‐scale	  
manufacturing	  and	  the	  other	  elements	  that	  are	  involved	  in	  any	  of	  these	  
processes:	  perhaps.	  	  The	  people	  in	  these	  processes	  were	  relatively	  silent.	  	  
The	  users	  were	  silent.	  	  The	  wider	  context	  of	  production,	  the	  cultural	  
aspects	  of	  the	  use	  of	  these	  objects	  were	  mostly	  silent.	  	  But	  perhaps	  
focusing	  on	  one	  aspect	  is	  enough	  for	  one	  exhibition.	  	  It	  just	  does	  not	  
serve	  to	  move	  forward	  discussion	  on	  the	  transformation	  in	  design.    
Innovation	  here	  is	  through	  the	  design	  of	  efficient	  production	  processes,	  
and	  how	  these	  too	  can	  be	  turned	  into	  objects	  for	  aesthetic	  appreciation.	  	  
The	  exhibition	  celebrates	  the	  innovative	  thinking	  of	  the	  guest	  curators,	  as	  
much	  as	  it	  does	  the	  innovation	  of	  the	  production	  process.      	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Alice	  Rawsthorn	  -­‐	  Instagram	  
	  
Alice	  Rawsthorn	  is	  a	  design	  critic,	  writer	  and	  curator,	  and	  in	  January	  2015	  started	  
using	  the	  online	  social	  media	  platform	  Instagram	  as	  a	  ‘daily	  diary’	  on	  design.	  	  What	  
began	  as	  various	  examples	  taken	  from	  her	  ‘Hello	  World’	  book,	  has	  developed	  into	  
weekly	  themed	  series	  of	  images	  coupled	  with	  lengthier	  than	  usual	  captions	  (than	  
are	  usually	  found	  on	  the	  Instagram	  platform).	  	  As	  of	  February	  2016	  Rawsthorn	  had	  
11.4	  thousand	  followers	  who	  ‘like’,	  comment	  and	  share	  the	  images	  with	  their	  own	  
friends	  and	  followers.	  
	  
Similar	  in	  some	  respects	  to	  the	  Smithsonian	  Cooper	  Hewitt’s	  ‘Object	  of	  the	  Day’	  –	  
an	  email	  which	  brings	  objects	  from	  the	  collection	  with	  commentary	  from	  various	  
curators	  or	  researchers	  into	  the	  subscriber’s	  inbox	  (or	  Twitter	  feed),	  Rawsthorn’s	  
Instagram	  feed	  (also	  connected	  with	  Twitter)	  has	  the	  capacity	  for	  approaching	  
design	  in	  almost	  any	  context,	  using	  images	  which	  can	  directly	  refer	  to	  the	  artifact	  
or	  item	  in	  question,	  or	  evoke	  a	  wider	  symbolism,	  as	  appropriate	  to	  the	  subject	  
under	  discussion.	  	  The	  flexibility	  of	  the	  visual-­‐textual	  online	  platform,	  the	  direct	  
connection	  with	  followers,	  the	  ability	  to	  share	  and	  disseminate,	  the	  
knowledgeable	  yet	  informal	  and	  personal	  tone,	  and	  the	  bite-­‐sized	  educational	  
factor	  make	  it	  an	  extremely	  effective	  platform	  for	  sharing	  stories	  of	  design	  and	  
both	  celebrating	  and	  critiquing	  designers,	  design	  decisions	  and	  design	  legacy.	  	  
Rawsthorn	  is	  unrestricted	  by	  institutional	  constraints,	  cost	  or	  physical	  limitations	  
(apart	  from	  word	  count)	  and	  approaches	  both	  historical	  and	  contemporary	  
content	  in	  an	  accessible	  yet	  scholarly	  way,	  offering	  introductions	  to	  design	  issues	  
which	  followers	  can	  explore	  (or	  not)	  in	  their	  own	  way.	  
  
  
Figure  A13:  Screenshots  of  Alice  Rawsthorn’s  Instagram  feed    
Available  at  https://www.instagram.com/alice.rawsthorn/  
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Table  A1:  A  comparative  indication  of  selected  design  exhibitions.    
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Table  A1  above  was  developed  as  a  tool  to  bring  together  some  of  the  
exhibitions  (or  online  curatorial  experiments)  attended  and  examined  
throughout  the  research.    It  offers  a  basis  for  making  sense  of  different  
approaches  to  exhibition,  reflecting  comparatively  across  elements  of:  venue;  
exhibition  type;  tone;  exhibition  design;  mode  of  audience  address  and  where  
the  weight  or  thrust  of  the  exhibition  is  directed.    It  also  seeks  to  describe  and  
examine  exhibitions  according  to  how  they  reveal  the  four  elements,  that  
according  to  Kees  Dorst  (2008),  make  up  a  complex  practice  such  as  design:  the  
actors  involved;  the  context;  the  process;  and  the  design  problem  or  
opportunity.    This  has  in  part  fed  into  the  development  of  understanding  how  
these  elements  might  be  brought  into  a  curatorial  approach.  
  
From  this  brief  consideration  of  a  selection  of  design  exhibitions  and  approaches  
to  curating,  a  few  key  points  can  be  drawn.    For  example,  the  Conran  exhibition  
revealed  links  between  design,  cultural  trends  and  changes  in  society,  but  it  did  
so  through  the  lens  of  the  designer  as  ‘heroic  cultural  figure  leading  the  
avant  garde.’  (Buchanan,  1998,  p.  3)    There  is  no  denying  the  influence  of  
designer-­‐entrepreneurs  such  Conran,  however,  in  order  to  extend  understanding  
of  the  transformation  in  design,  and  its  transformational  potential,  exhibit ions  
must  exceed  this  arguably   l imiting  frame.    Similarly,  although  In  the  
Making  was  an  exploration  of  the  manufacturing  process,  and  was  useful  in  
drawing  attention  to  this  vital  aspect  of  design  and  development,  the  focus  on  
well-­‐known  designer-­‐curators  arguably  refocused  attention  back  to  the  designer.    
The  display  could  also  be  seen  as  an  aestheticization  of  process,  which  may  be  
unhelpful  in  moving  past  a  focus  on  design  as  an  art  object.        
  
The  OMA/Progress  exhibition  was  much  more  self-­‐aware  in  its  approach  to  
selection  and  display,  deliberately  being  playful  and  perhaps  provocative.    The  
sheer  extent  of  information  that  was  provided  possibly  led  to  the  overall  
exhibition  becoming  more  of  a  series  of  intellectual  gestures,  rather  than  an  in  
depth  look  at  the  meaning  of  architectural  practice  at  this  time.    Perhaps  there  
was  more  surface  treatment  than  depth  here,  and  yet  such  an  overt  curatorial  
strategy,  conducted  with  the  knowledge  of  OMA,  at  least  makes  for  an  
interesting  experiment  in  representation.    It  also  draws  attention  to  
exhibit ion  representation  overall,  as  a  creative  and  constructive  enterprise,  
which  can  make  use  of  almost  any  intellectual  or  indeed  physical  frame  to  tell  a  
story  or  make  an  argument.      
  
Heatherwick  Studio  was  an  undeniable  celebration  of  a  designer  and  his  
burgeoning  practice,  but  this  celebration  was  also  focused  on  making  and  
materials.    This  drew  attention  to  the  material ity  of  design  as  a  way  of  
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thinking:  of  a  serious  profession  which  tackles  numerous  scales  of  projects,  but  
in  a  way  that  foregrounds  material  experimentation  and  exploration.    Although  
not  all  design  or  architecture  practices  work  in  this  way,  this  was  a  useful  way  of  
shedding  l ight  on  this  praxical   nature  of  design,  through  foregrounding  
the  physicality  of  design  thinking  in  this  context.    Although  not  discussed  above,  
the  previous  year’s  exhibition  Power  of  Making  (a  collaboration  between  V&A  
and  the  Crafts  Council,  curated  by  Daniel  Charny)  also  sought  to  highlight  making  
as  an  creative  force  that  covers  a  plethora  of  activities,  from  dry  stone  wall  
construction  to  sugar  craft,  wood  carving  and  computer  programming.    Power  of  
Making  was  a  survey  of  different  people  and  practices,  indicating  the  ingenuity  of  
craft  skill  in  different  contexts.    Reflecting  on  the  maker  movement  as  much  as  
the  design  process,  it  nevertheless  highlighted  the  praxical  nature  of  design,  but  
in  a  less  focused  way  than  Heatherwick.    Thus  it  was  a  more  plural  celebration,  
but  a  celebration  nonetheless.      
  
The  British  Design  1948-­‐2012  exhibition  at  the  V&A  was  an  historical  survey,  and  
so  slightly  outside  the  main  focus  of  this  research.    Nevertheless  it  is  necessary  to  
bring  historical  context  to  contemporary  practices  in  a  way  that  recognises  
innovation  across  different  time  periods  and  manifested  in  different  ways.    
Surveys  such  as  this  provide  unique  opportunities  for  scholarly  research  into  
collections,  and  can  draw  attention  to  both  gaps  in  the  material  records  of  an  
institution,  as  well  as  strengths  and  areas  of  historical  curatorial  preference  
(Breward,  2008;  Breward  and  Wood,  2012).    For  current  work  and  ongoing  
contemporary  practices  however,  the  luxury  of  retrospective  reflection  is  absent,  
and  making  sense  in  the  current  time,  in  relation  to  practices  which  may  not  be  
as  well  provisioned  in  material  artefacts,  is  a  different  type  of  challenge.99    In  
addition,  surveys  such  as  British  Design,  although  a  wealth  of  information,  are  
arguably  weighed  down  by  the  display  of  over  300  objects.    This  scale  of  
exhibit ion  is  challenging  to  take  in,   in  one  visit,  both  physically  and  
mentally.    And  with  the  cost  of  tickets,  coupled  with  the  time  available  for  
repeated  viewing,  it  has  to  be  considered  whether  the  lavish  publication  
accompanying  the  exhibition  is  the  real  outcome  of  the  research  and  
development,  rather  than  the  experience  of  the  exhibition  itself.                    
  
Another  survey,  but  with  a  contemporary  focus  was  The  Future  is  Here  at  the  
Design  Museum.    As  a  snapshot  of  current  activity,  this  exhibition  had  to  remain  
a  little  more  uncertain  with  regards  to  the  claims  being  made  for  new  forms  of  
                                                                                                            
99
  This  thesis  does  not  explore  the  challenges  if  contemporary  collecting  associated  with  museum-­‐based  curatorial  roles.    
There  is  some  interesting  and  high-­‐profile  work  being  undertaken  in  this  area  by  the  V&A,  under  Kieran  Long’s  direction  
of  the  Architecture,  Design  and  Digital  department.    The  “Rapid  Response”  collecting  policy  has  received  some  attention  
in  the  press  (Etherington,  2013;  Kabat,  2014;  Wainwright,  2014)  and  although  interesting  in  that  it  seeks  to  highlight  the  
political,  cultural  and  social  nature  of  contemporary  design  practice,  it  remains  to  be  seen  how  successful  the  display  of  
these  objects  is  within  exhibition  –  loaded  as  they  are  with  potentially  temporary  cultural  significance.  
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manufacturing.    This  exhibition  led  with  questions  rather  than  answers,  
being  open  to  the  fact  that  in  an  emerging  area,  a  museum  has  to  try  and  lead  
the  way  through  inquiry.  
  
The  use  of  f iction  as  a  way  into  design  contexts  has  also  been  an  interesting  
development,  both  within  the  Memory  Palace  exhibition  mentioned  above,  as  
well  as  in  United  Micro  Kingdoms:  A  Design  Fiction  (UMK),  which  was  a  project  
by  Critical  Design  practitioners  Anthony  Dunne  and  Fiona  Raby.100    These  
exhibitions  took  quite  different  approaches,  with  Memory  Palace  creating  a  story  
for  the  audience  to  walk  through,  and  UMK  both  preparing  a  design  fiction  to  put  
on  display  and  providing  explanatory  text  to  outline  to  audiences  the  aims  and  
objectives  of  design  fiction  as  an  area  of  design  practice.      
  
Within  Memory  Palace,  the  objects  on  display  responded  to  a  fictional  story,  
being  made  to  inform  an  interpretation  of  the  world  created  by  the  author.    
Although  not  explicitly  discussing  design  practice,  the  entire  context  of  the  
exhibition  had  the  potential  to  draw  attention  to  the  role  of  design  in  
shaping  our  experience  (indirectly,  through  the  lens  of  a  dystopian  future).    
UMK  was  the  first  time  design  fiction  as  a  practice  had  been  approached  within  
the  Design  Museum,  and  it  served  both  as  an  introduction  to  that  
practice,  as  well   as  an  exemplif ication.    Dunne  and  Raby’s  practice  is  
rooted  in  research  and  education,  and  so  the  exhibition  itself  also  becomes  a  
means  of  sharing  this  type  of  design  thinking  with  audiences.    The  challenge  here  
is  in  balancing  different  strands  of  this  type  of  subject:  how  to  convey  the  
intellectual  explorations  of  speculative  scenario  building;  the  use  of  making  and  
prototyping  to  drive  ideas;  the  purpose  of  working  in  this  way  to  push  at  the  
boundaries  of  how  we  both  envisage  design  practice,  and  what  that  design  
practice  can  actually  do  to  change  perceptions  of  how  we  live  in  a  technological  
world.    There  are  no  definitive  answers  to  this,  but  it  is  important  that  these  
kinds  of  exhibitions  are  being  given  space  to  explore.  
  
Finally  the  choice  to  include  a  discussion  of  Alice  Rawthorn’s  Instagram  feed  was  
based  on  the  capacity  for   i l luminating  design  by  combining  image  and  
object,   thematical ly,   over  t ime.    An  online  exhibit ion  in   instalments,  
this  cultural  commentary  invites  participation  from  people,  and  has  the  capacity  
to  reach  diverse  audiences  (as  long  as  they  engage  with  social  media).101    It  is  also  
easy  to  consume  –  one  post  per  day  –  and  can  be  accessed  at  any  time.    The  
sense  of  authoritative  knowledge  combined  with  an  informal,   
                                                                                                            
100
  See  http://www.unitedmicrokingdoms.org/  for  details  (Accessed  3  September  2015).  
101
  Inevitably  this  is  self-­‐selecting,  and  those  interested  in  design  are  most  likely  to  ‘follow’  Rawsthorn.    However  this  
does  not  necessarily  diminish  the  capacity  of  the  form  to  both  educate  and  inform,  in  an  engaging  way.      
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institutionally   independent  posit ion  is  quite  unique,  and  the  freedom  
from  the  need  to  create  physical  displays  allows  a  hugely  diverse  potential  
subject  selection.    This  does  not  negate  the  need  to  create  exhibitions  in  physical  
locations.    It  may  however  offer  some  purchase  on  beginning  to  open  up  the  
tone,  subject  matter,  temporal  frameworks,  combination  of  forms  and  intentions  
behind  exhibitions,  and  how  they  are  used  to  engage  with  audiences  in  different  
ways.      
  
Some  of  the  exhibitions  featured  above  place  emphasis  on  the  outcomes  of  
design  processes  and  foreground  the  personalities  of  designers.    In  some  ways  
the  designed  outcome  can  be  seen  as  a  ‘black  box’:  a  term  (originally  from  
cybernetics)  used  by  sociologist  Bruno  Latour  (1987)  to  describe  the  end  result  of  
a  long  process,  in  which  the  messy  trials  and  tribulations  of  the  research  have  
been  removed  and  the  ‘findings’  or  ‘facts’  presented.    All  of  the  difficulties,  
questions,  and  controversies  that  marked  the  development  of  the  result,  are  
pulled  together  into  a  coherent  ‘answer’  that  masks  the  complexity  of  the  
process.    This  is  readily  done  in  exhibition,  where  the  ‘outcome’  is  the  answer  to  
all  of  the  many  questions  posed  and  puzzled  on  throughout  the  journey  of  
design.      
  
This  is  part  of  the  challenge  faced  by  exhibition  for  design,  when  it  is  
conceptualised  as  a  process  of  innovation.    How  is  it  that  we  can  make  visible  
and  discuss  the  questions,  the  puzzles,  the  assumptions  and  worldviews  of  all  of  
those  people  involved  in  design,  when  what  we  have  are  objects  to  display?    
Even  exhibitions  such  as  Heatherwick,  primarily  dealing  in  the  design  process  
through  exhibiting  material  explorations,  still  maintain  the  focus  of  the  designed  
object.    What  of  design  processes  and  practices  which  do  not  result  in  objects,  
but  in  intangible  service  experiences,  changes  in  organisational  values,  or  indeed  
new  organisations  to  address  social  needs?      
  
These  questions  are  not  answered  but  explored  within  this  thesis.    The  
observation  and  exploration  of  exhibitions  has  been  one  approach  leading  to  an  
articulation  of  the  current  challenges,  and  a  deeper  understanding  of  the  context  
within  which  the  research  is  situated.      
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Figure  B1:  Exploring  connections  between  designers  
	  
   	  
   395  
Appendix	  C:	  Case	  Study	  Two	  –	  Texts	  and	  Installation	  Images	  
	  
Opening	  Text	  
	  
Design	  and	  Craft	  
	  
The	  Design	  and	  Craft	  programme	  at	  Duncan	  of	  Jordanstone	  includes	  Jewellery	  
and	  Metal	  Design,	  Textile	  Design	  and	  Interior	  and	  Environmental	  Design.	  	  DJCAD	  
encourages	  students	  to	  move	  beyond	  their	  discipline,	  exploring	  the	  techniques	  
and	  technologies	  of	  different	  departments.	  	  For	  this	  exhibition,	  we	  have	  
brought	  together	  the	  Jewellery	  and	  Textile	  Design	  pathways,	  showcasing	  the	  
innovative,	  professional	  practice	  of	  our	  dedicated	  Staff,	  and	  a	  glimpse	  into	  the	  
emerging	  careers	  of	  our	  new	  Designers	  in	  Residence.	  	  A	  materials	  and	  
techniques	  showcase	  from	  the	  Undergraduate	  Jewellery	  programme	  
complements	  the	  body	  of	  the	  exhibition,	  offering	  insight	  into	  the	  culture	  of	  
making	  within	  Design	  and	  Craft	  at	  DJCAD.	  	  
	  
Designer	  in	  Residence	  Opening	  Text	  
	  
Duncan	  of	  Jordanstone’s	  Designer	  in	  Residence	  Programme	  	  
	  	  
Creative	  graduates	  take	  their	  careers	  in	  many	  different	  directions.	  	  At	  Duncan	  of	  
Jordanstone	  College	  of	  Art	  and	  Design	  (DJCAD),	  the	  Designer	  in	  Residence	  
programme	  supports	  graduates	  to	  extend	  their	  potential	  as	  enterprising	  and	  
innovative	  emerging	  professionals.	  	  	  	  
	  	  
We	  offer	  graduates	  the	  time	  and	  space	  to	  nurture	  ideas,	  alongside	  tailored	  
mentoring	  to	  support	  exploration	  of	  their	  individual	  pathway	  into	  the	  
professional	  world,	  including	  how	  to	  start	  up	  their	  own	  business	  and	  enter	  the	  
world	  of	  entrepreneurship.	  We	  also	  offer	  the	  opportunity	  to	  gain	  experience	  in	  
delivering	  design	  workshops	  and	  studio	  teaching	  assistance.	  	  
	  	  
The	  City	  of	  Dundee	  is	  transforming	  and	  many	  of	  our	  Designers	  in	  Residence	  are	  
working	  towards	  contributing	  to	  the	  City’s	  new	  zest	  and	  emerging	  reputation	  
for	  innovative	  crafts	  and	  design.	  	  	  
	  	  
This	  year	  the	  Textiles	  and	  Jewellery	  and	  Metal	  Design	  departments	  each	  chose	  
four	  promising	  graduates	  for	  this	  year’s	  programme.	  	  Here	  we	  offer	  a	  glimpse	  
into	  the	  diverse	  interests	  and	  skills	  of	  the	  Residents,	  and	  how	  they	  will	  be	  
pushing	  their	  practice	  throughout	  this	  exciting	  year	  at	  DJCAD.	  	  
	  	  
The	  Designer	  in	  Residence	  initiative	  is	  part	  of	  DJCAD’s	  Enterprise	  and	  
Entrepreneurship	  programme.	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Staff	  Opening	  Text	  
	  
Duncan	  of	  Jordanstone:	  Professional	  Practice	  
	  
At	  DJCAD,	  our	  staff	  are	  enterprising	  professional	  practitioners	  and	  pioneering	  
researchers,	  alongside	  their	  teaching	  and	  supportive	  roles.	  	  In	  this	  exhibition	  we	  
highlight	  their	  creative	  practice:	  showcasing	  their	  methods	  and	  techniques,	  
interests	  and	  inspiration,	  and	  entrepreneurial	  spirit.	  	  Everyday	  they	  bring	  their	  
academic	  and	  industry	  expertise	  into	  the	  studios	  and	  workshops	  of	  Jewellery	  
and	  Textile	  Design,	  sharing	  valuable	  insight	  into	  the	  world	  of	  professional	  
practice.	  
	  	  
	  
	  
	  
	  
Figure  C1:  Designer  in  Residence  Images  
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ALANA	  PEDEN	  
Sustainable	  Business	  Development	  
	  
Building	  a	  sustainable	  and	  fulfilling	  career	  as	  a	  jewellery	  designer	  requires	  
reflection	  as	  well	  as	  action.	  	  Alana	  sees	  the	  Designer	  in	  Residence	  programme	  as	  
an	  opportunity	  for	  further	  experimentation.	  	  She	  will	  hone	  the	  skills	  and	  
aesthetic	  she	  developed	  throughout	  her	  degree,	  and	  work	  with	  DJCAD	  
colleagues	  to	  explore	  production	  methods	  that	  ensure	  her	  collections	  are	  
commercially	  viable.	  	  	  
	  
Alana	  has	  an	  aptitude	  for	  combining	  disparate	  materials.	  	  Her	  playful	  approach	  
to	  making	  and	  prototyping	  are	  fundamental	  to	  how	  she	  thinks	  as	  a	  designer.	  	  
This	  hands-­‐on	  approach	  to	  design	  through	  making	  is	  something	  Alana	  aims	  at	  
sharing	  with	  the	  current	  students	  through	  mentoring	  on	  the	  Craft	  and	  Design	  
programme.	  	  	  
	  
	  
Figure  C2:  Alana  Peden  
	  
SHEILA	  ROUSSEL	  	  
Contemporary	  Heritage	  and	  the	  Development	  of	  New	  Business	  Models	  	  
	  	  	  
Working	  with	  people	  is	  at	  the	  heart	  Sheila’s	  practice.	  	  Throughout	  her	  time	  as	  a	  
student	  at	  DJCAD,	  her	  approach	  involved	  understanding	  and	  empathising	  with	  
people’s	  individual	  experience.	  	  This	  has	  developed	  as	  both	  a	  means	  of	  visual	  
inspiration	  and	  for	  gaining	  understanding	  of	  jewellery’s	  deeply	  personal	  
significance.	  	  Her	  aesthetic	  is	  inspired	  by	  history	  and	  the	  importance	  of	  shared	  
memories	  between	  generations,	  with	  a	  healthy	  respect	  and	  disrespect	  for	  
tradition.	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The	  Residency	  is	  an	  opportunity	  to	  extend	  her	  skills	  as	  a	  tutor	  and	  a	  jeweller	  as	  
she	  runs	  practical	  workshops	  across	  community	  venues	  in	  Dundee.	  	  She	  is	  
planning	  on	  using	  the	  mentoring	  scheme	  at	  DJCAD	  to	  develop	  a	  multi-­‐layered	  
business	  model	  that	  will	  combine	  her	  passion	  for	  making	  jewellery	  with	  
teaching,	  and	  with	  supporting	  other	  people	  to	  use	  craft	  as	  tool	  for	  expression	  
and	  empowerment.	  	  
	  
	  
Figure  C3:  Sheila  Roussel  
	  
BETH	  SPOWART	  	  
Smart	  Jewellery	  and	  the	  International	  Jewellery	  Market	  
 	  	  
Smart	  Jewellery	  is	  an	  emerging	  area	  of	  visual	  crafts	  practice.	  Using	  smart	  
materials	  and	  their	  colour	  changing	  capabilities	  Beth is	  developing	  an	  aesthetic	  
that	  celebrates	  interactivity,	  vibrant	  colour	  and	  strong	  geometric	  pattern.	  	  	  
	  	  
The	  Designer	  in	  Residence	  programme	  offers	  Beth	  the	  opportunity	  to	  continue	  
her	  experimentation	  with	  smart	  materials while	  navigating	  the marketplace	  as	  a	  
young	  independent	  business.  Through	  the	  mentoring	  scheme	  she	  aims	  at	  
identifying	  markets	  and	  building	  the	  brand	  for	  her	  unique	  and	  innovative	  work.  	  
Beth	  is	  looking	  to	  share	  and	  exchange	  knowledge of	  how	  to explore new	  
materials	  and technologies through	  the	  teaching	  assistance	  opportunities	  
thereby	  benefitting current	  students	  across	  the	  whole	  of	  Design	  and	  Craft	  
programmes.	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Figure  C4:  Beth  Spowart  
	  
ROSIE	  KIMBER	  
Contemporary	  Jewellery	  Pathways	  	  
	  
Radical	  experimentation	  with	  unusual	  materials	  and	  techniques	  has	  been	  a	  
driving	  force	  of	  Rosie’s	  work.	  	  She	  has	  pushed	  the	  boundaries	  of	  jewellery’s	  
wearability,	  creating	  pieces	  that	  combine	  fragile	  sugar	  crystals	  with	  resin	  casts	  
and	  precious	  metals.	  	  Her	  enthusiasm	  for	  challenging	  convention	  will	  be	  shared	  
with	  students	  in	  her	  capacity	  as	  final	  year	  mentor.	  
	  
Throughout	  her	  year	  as	  Designer	  in	  Residence,	  Rosie	  aims	  at	  raising	  her	  
international	  profile,	  and	  to	  begin	  promoting	  her	  work	  through	  contemporary	  
jewellery	  galleries	  and	  group	  exhibitions.	  	  She	  will	  also	  be	  developing	  a	  new	  
commercial	  range,	  using	  the	  mentoring	  support	  within	  DJCAD	  to	  successfully	  
launch	  her	  online	  profile.	  	  This	  strong	  online	  presence	  and	  active	  use	  of	  social	  
media	  will	  be	  of	  fundamental	  importance	  to	  marketing	  her	  emerging	  brand	  in	  
today’s	  competitive	  marketplace.	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Figure  C5:  Rosie  Kimber  
	  
	  
Figure  C6:  David  Ramsay  (L)  and  Catherine  Carson  (R)  
	  
DAVID	  RAMSAY	  
Concept	  Development	  and	  Branding	   	   	  
	  
Dedication	  to	  craftsmanship	  within	  constructed	  textiles	  is	  at	  the	  core	  of	  David’s	  
practice.	  	  The	  wealth	  of	  techniques	  and	  possibilities	  within	  knitted	  fabrics	  
means	  there	  are	  always	  fresh	  or	  underused	  combinations	  to	  explore	  and	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exploit.	  	  Designing	  fabrics	  and	  products	  for	  apparel,	  David	  seeks	  interesting	  
ways	  to	  showcase	  the	  versatility	  of	  knit	  for	  any	  audience	  to	  appreciate.	  
	  
The	  Designer	  in	  Residence	  programme	  at	  DJCAD	  offers	  David	  the	  facilities,	  
freedom	  and	  targeted	  guidance	  to	  hone	  ideas	  and	  bring	  concepts	  to	  fruition.	  	  
His	  aims	  for	  the	  year	  include	  developing	  high	  quality	  swatches	  and	  patterns	  for	  
hand	  knitting,	  designing	  and	  developing	  a	  new	  collection	  of	  accessories,	  in	  
addition	  to	  working	  with	  mentors	  at	  DJCAD	  to	  implement	  his	  new	  branding	  
strategy.	  
	  
	  	  
CATHERINE	  CARSON	  	  	  
Menswear	  Design	  	  
	  	  
Luxury	  menswear	  is	  a	  growing	  market	  with	  opportunities	  for	  emerging	  
designers	  to	  grasp.	  	  In	  the	  forthcoming	  year	  as	  a	  Designer	  in	  Residence	  
Catherine’s	  aim	  is	  to	  pair	  industry	  experience	  and	  strong	  market	  research	  with	  
new	  product	  development.	  	  
	  	  
An	  integral	  aspect	  of	  Catherine	  Residency	  is	  a	  3-­‐month	  winter	  internship	  at	  
menswear	  brand	  Drake’s	  of	  London.	  Gaining	  Industry	  expertise	  remains	  a	  
critical	  way	  to	  grow	  as	  a	  designer	  and	  this	  affords	  an	  opportunity	  to	  deepen	  
knowledge	  of	  professional	  practice	  as	  well	  as	  today’s	  marketplace.	  	  	  
	  	  
As	  part	  of	  her	  Residency	  Catherine	  is	  looking	  to	  share	  her	  internship	  experience	  
with	  students	  and,	  develop	  ways	  of	  inspiring	  students	  to	  learn	  about	  
themselves	  and	  their	  craft	  through	  physical	  hands-­‐on	  making.	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Figure  C7:  Kristen  Neillie  (L)  and  Jennifer  Heilbronn  (R)                                             
	  
KRISTEN	  NEILLIE	  	  
DIZY:	  Brand	  Development	  and	  Product	  Development	  	  
	  	  
Scotland	  has	  a	  booming	  knitwear	  industry	  and	  is	  revered	  the	  world	  over	  for	  its	  
quality	  of	  design,	  fibres	  and	  finishing.	  Basing	  herself	  in	  the	  flourishing	  City	  of	  
Dundee,	  Kristen’s	  emerging	  knitwear	  label	  DIZY	  is	  the	  focus	  of	  her	  year	  as	  a	  
Resident.	  	  	  
	  
Bold	  pattern	  and	  texture,	  together	  with	  contrasting	  material	  combinations	  are	  
visual	  hallmarks	  of	  the	  DIZY	  label.	  	  Kristen	  aims	  at	  working	  with	  the	  mentors	  at	  
DJCAD	  to	  embed	  new	  market	  research	  into	  the	  development	  of	  a	  new	  product	  
range	  and	  a	  marketing	  strategy.	  Product	  Styling	  is	  an	  integral	  aspect	  of	  brand	  
development	  and	  having	  gained	  local	  experience	  in	  this	  area	  by	  working	  on	  
campaigns,	  Kristen	  is	  planning	  to	  increase	  her	  styling	  portfolio	  and	  further	  
develop	  this	  side	  of	  her	  business.	  	  Her	  experiences	  will	  feed	  directly	  into	  the	  
Design	  Enterprise	  module	  for	  current	  fourth	  year	  Design	  and	  Craft	  students.	  	  	  
	  	  
JENNIFER	  HEILBRONN	  	  
Enterprising	  Ways	  	  	  
	  
Freelancing	  is	  a	  flexible	  route	  into	  professional	  practice.	  	  Within	  the	  Knitwear	  
Industry,	  creating	  swatches	  and	  having	  an	  agent	  is	  an	  established	  part	  of	  the	  
field.	  	  Jennifer	  is	  applying	  her	  passion	  for	  innovation	  within	  knitting	  and	  
knitwear	  to	  create	  new	  swatches.	  	  Taking	  inspiration	  from	  textures,	  colours	  and	  
patterns	  in	  her	  surrounding	  environments,	  she	  translates	  and	  manipulates	  
these	  into	  playful,	  tactile	  fabrics.	  
   403  
	  	  
For	  Jennifer,	  the	  Residency	  is	  an	  opportunity	  to	  hone	  her	  career	  path	  ideas.	  She	  
will	  share	  her	  enthusiasm	  and	  skills	  with	  students	  to	  encourage	  them	  to	  
experiment	  widely	  in	  order	  to	  help	  take	  knitted	  textiles	  in	  new	  
directions.	  	  Aiming	  at	  developing	  her	  skill	  base	  to	  work	  in	  the	  knitwear	  industry,	  
she	  will	  also	  work	  with	  DJCAD	  mentors	  in	  the	  development	  of	  her	  digital	  
portfolio,	  a	  vital	  requirement	  for	  today’s	  graduates.	  
	  
	  
	  
Figure  C8:  Dr  Sara  Robertson  
	  
DR	  SARA	  ROBERTSON	  
“How	  can	  textile	  design	  push	  the	  creative	  exploration	  of	  smart	  materials,	  and	  
how	  can	  these	  materials	  encourage	  innovation	  within	  textile	  practices?”	  
	  
Sara’s	  research	  focuses	  on	  materials	  and	  technology	  through	  a	  broad,	  colourful	  
and	  futuristic	  lens.	  	  Her	  craft	  practice	  explores	  thermochromic,	  photochromic	  
and	  hydrochromic	  materials,	  which	  change	  in	  response	  to	  heat,	  light	  and	  
moisture.	  She	  is	  one	  of	  the	  UK’s	  leading	  researchers	  in	  colour	  changing	  
technologies	  for	  textiles,	  regularly	  collaborating	  on	  innovative	  international	  
projects.	  
	  
Dr	  Sara	  Robertson	  is	  Lecturer	  in	  Smart	  Materials	  and	  Craft	  Innovation	  at	  DJCAD.	  	  
Find	  her	  blog	  at:	  http://thepopupworkshop.wordpress.com/	  
	  
All	  of	  the	  samples	  you	  see	  here	  will	  change	  colour,	  responding	  to	  the	  heat	  from	  
your	  hand.	  	  Please	  touch	  them	  to	  experience	  the	  smart	  materials	  in	  action!	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Figure  C9:  Dr  Frances  Stevenson  (foreground)  and  Kathy  Vones  (cabinet)  
	  
DR	  FRANCES	  STEVENSON	  
	  
“How	  can	  traditional	  textile	  approaches	  be	  combined	  to	  create	  a	  visual,	  sensory	  
narrative,	  extending	  our	  understanding	  of	  the	  creative	  process?”	  
	  
Textiles	  communicate	  in	  a	  visual	  and	  tactile	  way.	  	  Combining	  screen	  print	  and	  
embroidery,	  Frances’	  research	  focuses	  on	  ‘finding	  the	  motif’	  as	  a	  central	  theme:	  
using	  textiles	  techniques	  to	  communicate	  the	  making	  process	  through	  visual	  
narratives.	  These	  textiles	  ‘samplers’	  demonstrate	  the	  fundamental	  importance	  
of	  drawing	  and	  mark-­‐making,	  and	  an	  attentiveness	  to	  the	  richness	  of	  everyday	  
life.	  
	  
Dr	  Frances	  Stevenson	  is	  Course	  Director	  for	  Textile	  Design	  at	  DJCAD.	  	  She	  is	  a	  
practicing	  textile	  designer,	  academic	  researcher	  and	  published	  author.	  	  
	  
	  
KATHY	  VONES	  
“What	  is	  Smart	  Jewellery?”	  
	  
Kathy	  is	  an	  explorer	  at	  the	  intersection	  of	  jewellery	  design	  and	  new	  
technologies.	  	  She	  revels	  in	  a	  playful	  approach	  to	  texture	  and	  materials,	  inspired	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by	  natural	  growth	  forms	  and	  architectural	  structures.	  	  Masters	  level	  study	  at	  the	  
Royal	  College	  of	  Art	  in	  London	  allowed	  her	  to	  hone	  her	  distinctive	  professional	  
practice.	  	  The	  opportunity	  to	  undertake	  an	  innovative,	  practice-­‐led	  PhD	  brought	  
her	  to	  DJCAD,	  where	  she	  is	  now	  pushing	  new	  boundaries	  through	  researching	  
the	  potential	  of	  smart	  materials	  and	  digital	  manufacturing	  in	  the	  context	  of	  
jewellery	  design.	  	  	  
	  
http://kvones.com	  
	  
TEENA	  RAMSAY	  
“Can	  the	  crafted	  object	  directly	  create	  an	  inner	  context	  for	  the	  wearer,	  
enhancing	  their	  own	  identity?”	  	  	  
	  
Through	  her	  design	  practice,	  Teena	  questions	  the	  natural	  qualities	  of	  her	  
materials,	  forging	  new	  aesthetic	  partnerships.	  	  She	  creates	  dynamic	  collections	  
with	  a	  unique,	  fluid	  sense	  of	  movement,	  and	  is	  passionate	  about	  sensitive	  
craftsmanship	  and	  elegant	  balance.	  	  Her	  practice	  continuously	  explores	  the	  
connection	  between	  jewellery	  and	  its	  relationship	  to	  the	  body.	  
	  
Teena	  Ramsay	  is	  part-­‐time	  Course	  Director	  of	  Jewellery	  and	  Metal	  Design	  at	  
DJCAD.	  	  She	  regularly	  creates	  work	  for	  public	  exhibitions	  and	  private	  
commissions.	  
	  
	  
Figure  C10:  Teena  Ramsay  
	  
JANE	  GOWANS	  
Since	  graduating	  with	  First	  Class	  Honours	  from	  DJCAD	  in	  2009,	  Jane	  has	  built	  up	  
an	  enviable	  reputation	  for	  bold,	  fashion-­‐forward	  jewellery	  design,	  winning	  her	  
numerous	  accolades	  within	  the	  industry.	  	  She	  has	  worked	  with	  companies	  such	  
as	  Harvey	  Nichols	  and	  The	  National	  Gallery	  London,	  and	  was	  named	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Independent	  Woman	  of	  the	  Year	  at	  the	  2014	  Royal	  Bank	  of	  Scotland	  Women	  
Ahead	  Awards.	  
	  
Jane’s	  fascination	  for	  sequences	  and	  repetition	  influences	  her	  seasonal	  
collections,	  which	  she	  designs	  and	  fabricates	  using	  both	  traditional	  and	  digital	  
technologies.	  	  She	  brings	  her	  technical	  and	  industry	  expertise	  to	  her	  role	  as	  
part-­‐time	  technician	  within	  the	  Jewellery	  and	  Metal	  Design	  department	  
	  
http://www.janegowans.co.uk	  
	  
	  
Figure  C11:  Jane  Gowans  
	  
JANE	  KEITH	  
	  
Jane’s	  bold	  use	  of	  colour	  and	  pattern	  has	  been	  a	  recognizable	  feature	  of	  her	  
design	  practice,	  Jane	  Keith	  Designs,	  since	  she	  established	  the	  company	  in	  1997.	  	  
She	  combines	  numerous	  traditional	  textiles	  techniques,	  designing	  and	  
manufacturing	  bespoke	  hand	  painted,	  printed	  wall	  hangings,	  individual	  silk	  and	  
linen	  scarves	  and	  vibrant,	  contemporary	  ties.	  	  She	  is	  rigorous	  in	  her	  research	  
and	  development	  process	  when	  exploring	  and	  designing	  new	  patterns	  and	  
techniques.	  This	  extensive	  experience	  in	  printed	  textile	  design	  and	  knowledge	  
of	  the	  Scottish	  textiles	  industry	  is	  shared	  with	  students	  through	  her	  role	  as	  
Lecturer	  in	  the	  Textiles	  department.	  
	  
http://www.janekeith.com	  
   407  
	  
	  
Figure  C12:  Jane  Keith  
	  
	  
	  
Figure  C13:  Dr  Sandra  Wilson    
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DR	  SANDRA	  WILSON	  
	  
Sandra	  is	  a	  contemporary	  jewellery	  artist	  and	  researcher	  operating	  at	  the	  
borders	  between	  craft,	  science	  and	  technology.	  She	  works	  collaboratively	  with	  
biological	  and	  material	  scientists	  to	  create	  new	  forms	  of	  practice.	  	  
A	  key	  interest	  within	  her	  research	  is	  how	  our	  values	  &	  beliefs	  influence	  the	  form	  
and	  content	  of	  jewellery	  objects	  and	  artefacts.	  
	  	  
Sandra	  has	  actively	  explored	  her	  work	  through	  UK	  Research	  Council	  funded	  
projects	  such	  -­‐	  Evoke:	  The	  Meaning	  of	  Jewellery	  in	  the	  Digital	  Age,	  and	  the	  
cross-­‐institutional	  project	  IMprints:	  Public	  Responses	  to	  Future	  Identity	  
Management	  Practices	  &	  Technologies.	  As	  Reader	  at	  DJCAD	  she	  supervises	  a	  
number	  of	  PHD	  students	  in	  the	  areas	  of	  Forensic	  Jewellery,	  Stimulus	  Responsive	  
Jewellery	  and	  Craft	  and	  Well-­‐being.	  
	  
http://imprintsfutures.org	  
	  
	  
	  
Figure  C14:  Mitchell  and  Black  (L)  Christina  Hirst  (cabinet)    
	  
MITCHELL	  &	  BLACK	  
	  
Dynamic	  colour	  combinations,	  repeating	  pattern	  and	  bold	  structure.	  	  These	  are	  
the	  visual	  hallmarks	  of	  Mitchell	  &	  Black,	  a	  contemporary	  knitwear	  brand	  
established	  by	  Lee	  Mitchell	  &	  Rebecca	  Black	  in	  2011.	  	  Building	  on	  their	  working	  
relationship	  as	  technicians	  on	  the	  Design	  and	  Craft	  programme,	  they	  have	  
turned	  their	  skill	  and	  passion	  for	  textiles	  into	  a	  vibrant	  new	  enterprise.	  
	  	  
Mitchell	  &	  Black	  meticulously	  craft	  a	  cross-­‐seasonal	  range	  of	  luxurious	  yet	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playful	  scarves,	  snoods	  and	  mitts.	  	  They	  knit	  with	  lambswool,	  merino	  and	  
cotton,	  using	  hand	  powered	  domestic	  knitting	  machines	  to	  achieve	  their	  
signature	  styles,	  finishing	  each	  piece	  in	  their	  collection	  by	  hand.	  
http://www.mitchellandblack.co.uk	  
	  
	  
CHRISTINA	  HIRST	  
	  
As	  a	  designer	  maker,	  Christina	  has	  honed	  her	  visual	  and	  textural	  aesthetic	  
carefully	  through	  focused	  research	  and	  practical	  exploration.	  The	  search	  for	  
fluid	  organic	  qualities	  and	  sculptural	  form	  led	  her	  to	  investigate	  the	  specialist	  
material,	  Precious	  Metal	  Clay.	  	  PMC	  consists	  of	  minute	  metal	  particles,	  
suspended	  in	  an	  organic	  binder	  and	  water.	  	  With	  this	  Japanese	  innovation,	  she	  
models	  delicate	  natural	  forms	  by	  hand,	  which	  transform	  into	  pure	  metal	  when	  
fired	  in	  a	  kiln.	  	  Experimentation	  and	  designing	  through	  making	  are	  at	  the	  heart	  
of	  her	  practice,	  allowing	  her	  freedom	  to	  create	  both	  bespoke	  and	  commercial	  
ranges	  using	  similar	  techniques.	  	  Her	  experience	  of	  exhibiting	  and	  selling	  within	  
the	  UK	  jewellery	  industry	  offers	  a	  valuable	  perspective	  for	  DJCAD’s	  up	  and	  
coming	  new	  designers.	  
	  
The	  pieces	  shown	  in	  this	  exhibition	  are	  prototypes,	  experiments	  and	  samples,	  
alongside	  final	  pieces.	  	  	  
	  
Christina	  Hirst	  is	  a	  Lecturer	  in	  Jewellery	  and	  Metal	  Design.	  	  Find	  her	  website	  at:	  
http://christinahirst.co.uk	  
	  
	  
	  
Figure  C15:  Lindsey  Gardiner  
	  
LINDSEY	  GARDINER	  
	  
Lindsey	  Gardiner	  is	  a	  successful	  author	  and	  illustrator	  of	  children’s	  books,	  and	  
believes	  strongly	  in	  the	  importance	  of	  reading,	  writing	  and	  creative	  expression	  
in	  children’s	  lives.	  	  More	  recently,	  Lindsey	  established	  her	  textiles	  label,	  Quietly	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Eccentric,	  where	  she	  draws	  on	  her	  textiles	  background	  to	  produce	  a	  range	  of	  
high	  quality	  hand	  printed	  products.	  	  Drawing	  and	  individual	  expression	  are	  at	  
the	  core	  of	  her	  practice,	  and	  she	  shares	  her	  expertise	  in	  design	  development	  
through	  her	  role	  as	  Lecturer	  in	  the	  Textiles	  department.	  	  
	  
Find	  Lindsey’s	  website	  at:	  http://www.lindseygardiner.com/	  
	  
	  
	  
Figure  C16:  Undergraduate  materials  and  techniques  board  
	  
	  
	  
Figure  C17:  Awards  from  the  Jewellery  and  Metal  Design  department    
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Appendix	  D:	  Case	  Study	  Three	  –	  Constellation	  Maps	  	  
Figure  D1:  Constellation  map  for  Collette  Paterson  
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Figure  D2:  Constellation  map  for  Kathy  Vones  
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Appendix	  E:	  Case	  Study	  Three	  –	  Designer	  Texts	  and	  Installation	  Images	  
  
  
Dr  Graham  Pull in  and  Dr  Andrew  Cook  
Six  Speaking  Chairs  
Film:  3:41  
6  chairs/interface  prototypes    
  
“Our  goal  with  “Six  Speaking  Chairs”  was  to  explore  alternative  
perspectives  around  the  future  of  speech  technology,  rather  than  to  
converge  on  solutions.  There  is  enormous  complexity  involved  in  
developing  communication  devices  used  by  people  who  cannot  
speak.  
  
It  is  not  just  what  we  say,  but  how  we  say  it,  that  counts.    Even  when  
using  speech  technology  to  communicate,  a  lack  of  variation  in  tone  
of  voice  can  never  be  neutral.  We  have  built  a  collection  of  objects,  
each  of  which  embodies  a  different  way  of  thinking  about  tone  of  
voice.    
  
The  chairs  are  not  to  be  taken  literally.  It  is  better  to  view  them  as  
provocations.  As  interaction  designers,  our  focus  is  not  on  how  to  
produce  different  tones  of  voice  with  speech  technology  itself:  we  
are  exploring  the  implications  for  a  user  interface.  
  
We  believe  that  designers  can  play  a  valuable  role  in  disability-­‐
related  design,  not  only  in  refining  clinically  and  technically  driven  
solutions,  but  also  in  provoking  discussion  about  the  very  role  of  
assistive  technology.”  
  
Excerpt  from  Pullin  G.  and  Cook,  A.  (2010)  Six  Speaking  Chairs  (not  
directly)  for  People  Who  Cannot  Speak.  Interactions,  September  and  
October  2010,  pp.  38-­‐42  
  
Film:  Andrew  Cook  &  Graham  Pullin  
  
Sadly  the  chairs  are  not  currently  operational  as  user  interfaces.    But  please  take  a  
seat.  
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Figure  E1:  Pullin  and  Cook  exhibition  installation  
  
Collette  Paterson  
Hybrid  Texti les  
Wool  and  latex  accessories  
  
Collette’s  varied  design  career  has  seen  her  pursue  academic  and  
professional  positions  internationally.    After  five  years  directing  
fashion  degrees  in  China,  she  returned  to  the  UK  to  develop  her  own  
practice,  and  to  conduct  research  into  cross  cultural  design  
education.  
  
Collette’s  recent  textile  work  has  been  a  visual  and  tactile  
interpretation  of  concepts  surrounding  globalisation,  and  flows  of  
information  around  the  world.    She  explores  a  range  of  techniques,  
led  by  the  desire  to  fuse  contradictory  materials  and  their  
properties.    Extending  the  potential  of  traditional  needle  punching,  
Collette  physically  blends  the  disparate  qualities  of  wool  and  latex  to  
create  hybrid,  sculptural  forms.  
  
Unexpected  combinations  fuse  into  textile  pieces  that  are  warm  and  
soft  to  the  touch,  yet  alive  with  fluidity  and  motion.    Collette’s  
playful  material  and  technical  exploration  is  underpinned  by  a  desire  
to  push  the  boundaries  of  her  creative  practice,  embracing  both  
traditional  and  emerging  technologies  alike.  
  
http://www.collettepaterson.com  
  
Please  note  these  pieces  contain  latex  
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Figure  E2:  Collette  Paterson  (L)  and  Gray’s  School  of  Art  (R)  exhibition  installation  
  
  
Gray’s  School  of  Art:   Craft  Research  Showcase  
Film:  5:08  
  
“Craft  research  at  Gray’s  School  of  Art  reflects  the  diverse  range  of  
interests  and  expertise  amongst  its  staff,  where  the  nexus  between  
tradition  and  innovation  is  at  the  forefront  of  enquiry.  At  the  heart  
of  our  researchers’  practice  is  a  fundamental  respect  and  
understanding  for  the  core  disciplines  of  jewellery,  textiles,  critical  
writing  and  ceramics.  Crucially,  each  researcher  also  interrogates  
their  practice  through  an  exploration  of  contemporary  issues  
confronting  the  craft  industry  today.  
  
This  film  introduces  the  research  and  practice  of  Associate  Head  of  
School,  Libby  Curtis;  Course  Director  for  Fashion  and  Textiles,  Josie  
Steed;  Lecturer  in  Critical  and  Contextual  Studies,  Andrea  Peach;  
and  Lecturer  in  Three-­‐Dimensional  Design,  Simon  Ward.    
  
Craft,  as  a  form  of  practice  and  as  a  method  of  critical  enquiry,  is  
central  to  our  research  and  teaching  at  Gray’s  School  of  Art.    Our  
work  reflects  a  desire  to  maintain  and  reflect  on  traditional  
practices,  as  well  as  to  innovate,  and  to  question  the  future  role  of  
craft  in  the  21st  Century.”  
  
Film:  Callum  Kellie  
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Kathy  Vones  
Stimulus  Reactive  Jewellery  
Jewellery  pieces  from  Fungi  collection  2013  
Material  explorations  –  3D  printed  nylon,  silicone,  thermochromic  materials  
  
“How  can  we  combine  technological  beauty  with  material  
innovation?”  
  
Kathy  is  an  explorer  at  the  intersection  of  jewellery  design  and  new  
technologies.    Her  work  translates  growth  patterns  found  within  
nature  and  architecture,  into  jewellery  that  seemingly  grows  on  the  
human  body.    Technologies  such  as  photo-­‐etching,  laser  welding  and  
rapid  prototyping  are  used  to  give  form  to  complex,  delicate  
structures  that  could  not  be  produced  by  hand  alone.  The  
spontaneity  and  directness  of  laser-­‐welding  mean  that  each  piece  is  
unique,  integrating  closely  into  the  geometries  of  the  human  form.  
  
Most  recently  Kathy’s  research  has  expanded  to  include  sculptural  
jewellery  objects  which,  with  the  use  of  innovative  smart  materials  
and  technologies,  visually  transform  according  to  the  physical  
conditions  of  their  environment.  Thermochromic  silicone  elements  
change  according  to  temperature,  thus  giving  the  impression  of  a  
living  organism  that  is  waxing  and  waning  with  the  passing  of  each  
day.  
  
http://kvones.com  
Images:  Kathy  Vones  
  
Please  touch  the  samples  on  display.    Watch  as  the  heat  from  your  hands  
transforms  their  colour.  
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Figure  E3:  Kathy  Vones  exhibition  installation  detail  
  
  
Jayne  Wallace  
Personhood  
Film:  5:00  
  
“Gillian’s  eyes  widened  and  lit  up  immediately  as  she  recognised  the  
fabrics  as  pieces  from  her  old  dresses….  We  spent  quite  a  while  
pulling  pieces  of  fabric  from  the  bag  and  listening  to  Gillian’s  
recollections  of  the  holidays  where  she  had  worn  the  dresses,  the  
music  they  reminded  her  of  and  the  other  fascinating  stories  that  
were  connected  to  each  fabric…”    
  
In  the  philosophy  of  dementia  care,  as  in  contemporary  jewellery,  
the  body  is  considered  as  a  unique  aspect  of  someone’s  identity.    
Jayne’s  research  has  explored  the  potential  of  jewellery  objects  to  
bring  significant  benefit  to  people  living  with  dementia,  in  
promoting  and  maintaining  a  sense  of  self  and  personhood.      
  
Over  the  course  of  a  year,  Jayne  worked  closely  with  Gillian  and  John  
as  co-­‐designers,  exploring  their  shared  memories  and  interpreting  
their  individual  experiences.    Using  digital  technologies  in  a  subtle  
way  to  record  sound,  interactive  jewellery  objects  were  designed  to  
allow  Gillian  and  her  family  to  spend  time  together,  creating  tangible  
memories  to  be  collected,  stored  and  added  to  over  time.        
  
  
http://www.digitaljewellery.com/jaynewallace/personhood_in_dementia.html  
Photography  and  Film:  David  Green  
   418  
  
Figure  E4:  Jayne  Wallace  exhibition  installation.    Image:  Saskia  Coulson    
  
  
Tog  Studio  
Sitooterie  
Film:  3:52  
  
“Tog  is  a  Gaelic  word  meaning  ‘build’,  ‘raise’,  educate’  and  ‘excite’;  
just  what  we  hope  to  achieve.”  
  
Active  collaboration:  Real  construction  projects:  Beautiful  locations  
  
Tog  Studio  believe  in  learning  through  making.    In  2012,  this  team  of  
Scottish  architects  and  engineers  launched  their  campaign  to  
empower  people  through  on-­‐site  learning  and  practical  experience.    
Each  year,  Tog  Studio  organise  projects  that  are  open  to  everyone,  
regardless  of  prior  experience.    Their  teams  have  included  
professional  architects  and  engineers,  self-­‐build  enthusiasts  and  
students  from  a  variety  of  UK  and  international  institutions.  
  
The  Sitooterie  was  their  second  project,  commissioned  by  the  
Salvation  Army  in  2013.    Designing  active  participation  into  their  
design  and  construction  process,  Tog  worked  together  with  
Ashbrook  Lifehouse  service  users  and  Glasgow’s  MAKLab,  to  design,  
pre-­‐fabricate  and  build  an  outdoor  wooden  pavilion.    The  result  was  
friendship,  new  skills  and  experiences,  embedded  in  a  flexible,  
outdoor  structure  that  can  be  used  at  Ashbrook  throughout  the  
year.    
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http://www.togstudio.co.uk  
Film:  The  Edinburgh  Film  Company  -­‐  http://www.edinburghfilmcompany.com  
Photography:  Neil  Boyd  
  
  
Figure  E5:  Tog  Studio  (back)  and  Kathy  Vones  (front)  exhibition  installation  
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Appendix	  F:	  Case	  Study	  Three	  –	  Exhibition	  Design	  	  
  
Exhibition  design  
  
The  exhibition  took  place  in  the  Lower  and  Upper  Foyer  galleries  in  the  Matthew  
Building  at  DJCAD.    The  images  and  sketches  below  (Figures  F1  to  12)  offer  an  
indication  of  the  gallery  spaces  being  used.  
  
  
Figure  F1:  A  rough  plan  view  of  the  Lower  Foyer  Gallery      
The  large  circle  at  the  top  of  the  diagram  indicates  a  revolving  door  at  the  front  
entrance.  
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Figure  F2:  The  Lower  Foyer  Gallery  space  
(Left)  Standing  in  the  centre  of  the  horizontal  section  of  the  Lower  Foyer  gallery  space  looking  
left.    (Right)  Standing  at  the  left  hand  side  of  the  horizontal  section  looking  right.  
  
  
Figure  F3:  The  Lower  Foyer  Gallery  space    
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Figure  F4:  A  rough  plan  of  the  Upper  Foyer  Gallery  space      
The  rectangles  at  the  left  hand  side  indicate  the  stairs  ascending  from  the  Lower  Foyer  gallery  
space,  and  those  at  the  top  of  the  image  indicate  stairs  ascending  to  the  next  floor  above  the  
gallery  space.  
  
Figure  F5:  Images  of  the  Upper  Foyer  Gallery  space      
The  space  underneath  the  stairs  can  be  seen  on  right  hand  side.  
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Figure  F6:  A  previous  exhibition  in  the  Lower  Foyer  Gallery    
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Figure  F7:  Sketch  of  Lower  Foyer  Gallery  relations  
  
  
  
Figure  F8:  Sketch  of  Lower  Foyer  Gallery  relations  
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Figure  F9:  Lower  Foyer  Gallery  student  section  installation  
  
  
Figure  F10:  Sketch  of  Upper  Foyer  Gallery  relations  
  
   426  
  
Figure  F11:  Sketch  of  Upper  Foyer  Gallery  relations.  
  
  
Figure  F12:  Upper  Foyer  Gallery  installation  
